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NEXT ISSUE; Stay tuned for the next in- 
stallment of “Toho In America” with cover- 
age of The Human Vapor and The Last War. 
Plus, a lot of surprises arc in store as Kaiju- 
Fan reaches its spectacular 10th issue! 

© 1998 Daikaiju Enterprises & Productions 



Q££mm> msa&g: 

GAMERA 3: 

NEW GYAOS REVEALED! 


Director Shusukc Kancko, screenwriter 
Kazunori Ito and special effects director Shinji 
Higuchi have once again joined forces for the 
production of Camera 3: Jashin Kakusei 
( Gamera 3: The Awakening of Irys). This 
motion picture will mark the third and final 
collaboration on a Gamera film for the cre- 
ative team that has been most responsible for 
elevating Daiei's kaiju star to new heights. 

Sources reveal that the script is somewhat 
complicated, as it focuses more on the human 
characters and mankind’s state of existence on 
Earth than it docs with monsters. One source 
reported that while Gamera 2 could be consid- 
ered a serious sci-fi film with kaiju, G3 reads 
like a horror film with kaiju. 

Set in 1999, the story involves the rc- 
emergencc of Gyaos as a result of the Earth’s 
growing environmental instability. Now re- 
ferred to as Hyper Gyaos, the monsters begin 
breeding all over Japan and arc eventually 
confronted by Gamera in a battle that takes 
place in the Shibuya district of Tokyo. More 
powerful than ever, Gamera is able to 
easily defeat the Gyaos swarm with his 
fireball weapon, but many innocent peo- 
ple arc killed in the process as well. As a 
result of this, the Japanese government 
begins to develop countermeasures to 
deal with both monsters. In the mean- 


time, a new threat is beginning to stir as the 
apocalyptic tale continues to unfold... 

Many familiar faces from the previous 
Gamera films will be prominently featured in 
Gamera 3. Mayumi Nagamine, the ornitholo- 
gist from Gamera: Guardian of the Universe 
(1995) played by actress Shinobu Nakayama, 
is commissioned by the government to handle 
the new Gyaos threat. Although her role was 
somewhat limited in Gamera 2, Ayako Fuji- 
tani will return as Asagi Kusanagi, the young 
woman with psychic ties to Gamera. Also 
appearing in the film is Yukijiro Hotaru, the 
nervous policeman from Gamera : GOTU, 
who briefly appeared in G2 as a comical night 
watchman. Hotaru is best known to genre fans 
for his role as Kamiya in the Zeiram films. 

Gamera 3 also introduces a new character, 
Ayana Hirasaka (played by newcomer Ai 
Maeda), whose parents were killed by Gamera 
in 1995. The young girl hates Gamera be- 
cause of this and when she finds the egg of the 
new monster, Irys, she begins to care for the 


baby creature upon its birth. In keeping with 
the popularity of the Pocket Monsters craze 
that has been engulfing Japan recently, the 
small monster at first appears to be cute and 
harmless, but appearances can be deceiving... 

Later in the film, Gamera arrives in Kyoto 
to battle another swarm of Gyaos, but ulti- 
mately faces the final, full-grown form oflrys. 
Contrary to what has been reported elsewhere, 
the monster is not a mutated version of Gyaos, 
but rather an all-new kaiju with psychic ties to 
the Ayana character. The creature is bold and 
colorful in design and has more in common 
with an anime monster than anything previ- 
ously seen in a live-action kaiju film. Other 
than mentioning its name in the film’s title, 
Daiei is essentially keeping the monster 
under wraps until it gets closer to the film’s 
release date. Suffice to say that like Le- 
gion in G2, Irys is an entirely new concept 
that has yet to be realized in a kaiju movie. 

The new monster villain has been cre- 
ated by V-Shop under the direction of 
Fuyuki Shinada and Takuya Yamabc. A 



full-size suit, as well as a puppet, assorted 
body parts and the monster’s infant form have 
all been constructed for use the film. V-Shop 
also created Biollante, Godzillasaurus from 
Godzilla vs. King Ghidora and the giant Le- 
gion from G2, among other movie monsters. 

Tomoh Haraguchi is responsible for creat- 
ing the latest incarnations of both Gamera and 
Gyaos, just as he had done for Gamera: 
GOTU. Haraguchi also produced the Gamera 
suits for G2. For G3, only a full-size puppet 
of the new Gyaos has been created, which is 
primarily being utilized for close-ups. All 
other shots of the Gyaos swarm will be real- 
ized exclusively through computer graphics 
imaging (CGI). 


The latest version of Gamera 
looks to be much meaner and 
fiercer than before, a further effort 
on the filmmakers’ part to shed the 
character's “giant turtle” image and 
enter into the realm of a bona fide 
monster. This is an especially im- 
portant point if Gamera is to be 
effective as the film’s anti-hero. 

Gamera 3 is being produced by 
Daiei and is anticipated to be re- 
leased in Japan in March of 1999. 
Stay tuned to Kaiju-Fan for more 
in-depth coverage of the film, in- 
cluding a special Gamera issue in 
March. 



A storage case on the set of Gamera 3. Could it contain 
the film's top-secret kaiju? Photo by JlmCirronclla 



ster that terrorizes the prehistoric past, and its present-day 
incarnation, Grand Ghidora (middle). (Above): Monster 
maker Shinichi Wakasa of Monsters Inc. supervises his kaiju 
suits on the set of Mothra 3, as technicians prepare Grand 
Ghidora and Rainbow Mothra for filming. Photo bv Jim Cirronctia 


MOTHRA 3: 

A TAIL OF TWO GHIDORAS 


As was first reported in 
Kaiju-Fan last May, King Ghi- 
dora will challenge Mothra in the 
upcoming kaiju epic from Toho, 
Mothra 3: King Ghidora Raishu 
( Mothra 3: King Ghidora At- 
tacks), to be released in Japan on 
December 12, 1998. The latest 
news from Japan is that the new 
film will feature not one King 
Ghidora but two, as Mothra must 
travel back in time to the Creta- 
ceous period to battle an ancient 
incarnation of the three-headed 
monster dubbed “Young Ghi- 
dora.’’ 

The prehistoric Young Ghi- 
dora is the more dinosaur-like in 
appearance than previous ver- 
sions of King Ghidora, sporting 
reverse-jointed legs that are simi- 
lar to those of a T-Rex (said to be 
inspired by TriStar’s Godzilla) 
and a single, forked tail. In the 
story. Young Ghidora is said to 
be responsible for the extinction 
of the dinosaurs by feeding on 
the life-force of the smaller 
beasts. By attacking the three- 
headed foe in the prehistoric era, 
Mothra attempts to terminate the 
monster and erase the existence 
of its present-day counterpart. 

In the Cretaceous period, 
Mothra is assisted by an armored 
Mothra larva, whose exterior is 
covered by a bumpy plating. To- 
gether, the two monsters are able 
to defeat Young Ghidora, al- 
though a portion of the monster’s 
tail remains which ultimately 
reincarnates into the more pow- 


erful Grand Ghidora in 1999. 

Grand Ghidora is the stronger, modern-day 
version of the monster, similar in appearance 
to the original King Ghidora, but much fiercer 
looking. Instead of dinosaurs. Grand Ghidora 
will seek to feed upon the life-force of chil- 
dren, for which Mothra and the Alias, Moll 
and Lora (the good fairies from Mothra and 
Mothra 2), will team up to stop it. As usual, 
the Alias’ effort will be opposed by their evil 
sister, Belvera, and her flying mechanical 
mini-dragon, Galgaru III. 

In order to combat Grand Ghidora, the new 
Mothra will undergo yet another metamorpho- 
sis into an armored form. The armored 
Mothra adult features a silver-plated, stream- 
lined body with a face similar to the adult 
Battra. It is also rumored that a final version 
of Mothra will appear to defeat Grand Ghi- 
dora, although it has not yet been confirmed 
what it will be; one source reports that the final 
version will be the original Mothra! 

Mothra 3 stars Megumi Kobayashi, who 
will reprise her role as Moll from Mothra and 
Mothra 2; a new actress, Misato Ken, will 
assume the role of Lora. Also returning is Aki 
Hano as the film’s villain, Belvera. The film 
will be directed by Okihiro Yoneda (director 
of Mothra) from a script by Masumi Suetani 
(Mothra and Mothra 2). The film’s special 
effects scenes will not be directed by Koichi 
Kawakita, who has since taken an executive 
position at Toho; former assistant spfx director 
Kcnji Suzuki will now assume that role. 

Creature shop Monsters Inc., under the di- 
rection of Shinichi Wakasa, will create the 
kaiju seen in Mothra 3, including all-new 
forms of Mothra and King Ghidora, as well as 
a refurbished Rainbow Mothra that is much 
more realistic in appearance than before. The 
dinosuurs as seen in the prehistoric scenes will 
be realized via miniature puppets. 
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ULTRAMAN GAIA LAUNCHES! 


On September 5, 1998 Tsuburaya Produc- 
tions launched the latest entry in a long legacy 
of science-fiction television, Ultraman Gaia, 
which marks the twelfth live-action Ultrahero 
scries to be produced by the company. 

Separate from the universe depicted in Ul- 
traman Tiga and Ultraman Dyna, the new 
scries centers around the present-day estab- 
lishment of the U.N. organization G.U.A.R.D 
(Geocentric Universal-alliance Against Radi- 
cal Destruction). A division of G.U.A.R.D. is 
the defense organization X.I.G. (pronounced 
SIG, an acronym for expanded Interceptive 
Gaurdians). XIG members command a wide 
variety of fighters and land vehicles dis- 
patched via a large container carrier, similar in 
concept to Gerry Anderson’s Thunderbirds. 
Also similar to Anderson’s Captain Scarlet 
tele-series, the team’s headquarters is located 
on a floating aerial base in Earth's atmosphere. 
XIG team member Gam Takayama receives 


the ability to change into Ultraman Gaia in 
order to defend mankind against monsters 
awakened by the alien C.O.V. In an interest- 
ing plot twist, however. Gam’s friend, Hiroya 
Fujimiya, receives the ability to transform into 
Ultraman Agul, who defends the Earth, but not 
mankind. Agul's relationship to Gaia is simi- 
lar to Battra's relationship to Mothra in 
Godzilla vs. Mothra ( 1 992), so the two charac- 
ters are expected to be at odds with each other. 

Ultraman Gaia is the first Japanese-made 
Ultrahero tele-series to feature a non-Japanese 
actor as a regular cast member. English- 
Philipino actress Maria Theresa Gow will play 
the role of XIG agent Georgie Leland. 

In conjunction with the release of the new 
series, Tsuburaya Productions in Japan has 
also launched a brand new English version of 
their excellent website. Check it out today at 
http://>vw»v.tsuburaya-prod. co.jp/english/ 
indexe.html. 


NEW MASKED HEROINE 
DEBUTS ON TOKYO TV 


Tsuburaya Eizo, in conjunction with Lay 
Up and Forsom, have introduced a brand new 
transforming heroine program to late-night 
television in the Tokyo area. Kamen Tenshi 
Rosetta ( Rosetta the Masked Angel) debuted 
on the TV Tokyo channel on July 4, 1998. A 


midnight program produced for the adult fans 
of classic tokusatsu television such as Kamen 
Rider, the program is serious-themed with hor- 
ror overtones, The series is shot on video, but 
given a film-look process and televised in 
widescreen to appeal to fans of the genre. 



The story concerns a high school student, 
Asuka (played by Rei Yoshii), who is given 
the power to transform into the super heroine 
Rosetta in order to battle evil kaijin ( strange 
beings). Asuka's father (played by Tetsuya 
Ushio of Lion Mam fame) is also able to 
transform into the legendary hero, God Mask 
Pharaon. Both characters have been styled 
with an ancient Egyptian flavor; even the 
name Rosetta is inspired by the Rosetta Stone, 
an Egyptian monument. Battling against the 
duo arc a bizarre assortment of creatures such 
as an ant-woman dominatrix and a lily-witch. 

Rosetta is scheduled to run for one season 
(13 episodes), at which point it will be evalu- 
ated for renewal. As the producers arc trying 
to gain interest from adult genre fans, many 
veteran tokusatsu actors and actresses, such as 
Yuriko Hishimi who appears in episodes #1-9, 
will make guest appearances. 





A Letter from Anne: Actress Yuriko Hishimi, who 
starred as Anne Yuri in Ultraseven and Tomoko To- 
moe in Godzilla vs. Gigan, sends her best wishes to 
Kaiju-Fan readers with this special autograph. Stay 
tuned for our interview with Ms. Hishimi in the upcom- 
ing KaijU-Fan Special issue. Photos by Jim Cirronella 


GODZILLA 

In the August 4, 1998 edition of Globe, a 
weekly tabloid newspaper that primarily caters 
to reporting gossip in celebrity circles, a news 
story reports that Haruo Nakajima, the actor 
who played Godzilla from 1954 through 1972, 
is now "a penniless senior citizen... who lives 
in a state-supported nursing home." 

"Obviously, the article is not accurate," 
said John Roberto of Daikaiju Enterprises and 
Productions, "but what else do you expect 
from such a publication?” “Any American fan 
who has attended G-CON in the past three 
years and met Mr. Naka- 
jima in person can attest 
to the fact that he is very 
strong and active for his 
age,” he continued. “He 
is clearly not some meek, 
penniless, little old man 
who is wasting away in a 
nursing home as the 
Globe is misrepresenting 


vs. GLOBE! 

to readers in order to sell papers." 

Additionally, many other points in the re- 
port arc erroneous. “The article states that 
Nakajima 'attended the New York City pre- 
miere' of TriStar's Godzilla," said Roberto, 
“when in fact he was with us in Chicago on the 
opening day." Roberto's company sponsored 
the actor's visit to America for the third year 
in a row to attend G-CON, a Japanese sci-fi 
fan convention. "Basically, they have taken 
things that Nakajima has said completely out 
of context," said Roberto, "and instead of 


writing a decent article about the man, (Globe) 
decided to fabricate an angle in order to capi- 
talize on all the recent Godzilla hype. A 
‘measly’ SI 50 per day? Do they have any idea 
how much that was worth in 1954? Nakajima 
worked for Toho Co. steadily for decades!” 

The Globe staff could not be reached for 
comment. The weekly tabloid is edited in 
Florida and published by parent company. 
Globe International, in Canada. When in- 
formed of this, Roberto commented, “Canada? 
Why am I not surprised? After all, this isn’t 
the first time that entirely bogus info concern- 
ing Godzilla has come from Canada,” he 




Now that G-CON is over and things have 
settled down (more or less) here at Daikaiju 
Enterprises and Productions, there are so 
many different things going on that I hardly 
know where to begin. But first and foremost, 
both Carol and 1 would like to personally 
thank everyone who worked so hard and 
pulled together to make G-CON ’98 the best 
Japanese sci-fi convention of the year. Our 
thanks must especially go out to Robert 
Moore, who acted as the go-between for 
DE&P and just about every Chicago-based 
company associated with the 
convention. Rob spent many 
hours of his personal time to 
arrange for the Randhurst Mall 
appearance of the Japanese 
guests, track down a video 
projection system for the 
convention and arrange for the 
theater and bus service for the 
Friday night TriStar Godzilla 
film screening, as well as take 
the Japanese guests around to 
just about every place they 
wanted to go during the course 
of their stay in Chicago. 

Thanks, Rob, for putting up 
with my constant asking, 

“Could you find out if..." The 
same goes for Larry Wauchop, 
who also acted as our legman, 
checking out several theaters at 
which to possibly hold the 
screening and tracking down 
the rental computer that was 
used for the Thursday night 
Sci-Fi Channel Internet chat 
with Ken Satsuma and Haruo 
Nakajima. Everyone who enjoyed G-CON 
‘98 owes both Rob and Larry a debt of 
gratitude. 

Then there are the folks who came to the 
convention as paying attendees, but wound up 
working just as hard as any of the “staff’ did: 
Todd Tores, Kevin McHenry and (once again) 
Larry Wauchop all helped out at the 
registration desk, giving Carol and I the much- 
needed freedom to ensure that the rest of the 
convention was running smoothly; Dennis 
Lancaster, who did such a wonderful job 
entertaining the attendees at the Friday night 
screening and during the Saturday morning 
registration by romping around in his superb 
kaiju costumes; Rob Smith, who provided 
security for the convention, just as he has done 
for the last three years; John Newman, who 
filled in as guest host for several of the panel 
discussions; Gertrude Smith, who spent more 
than half the convention running the Internet 
Room, ensuring that the convention was fully 


covered on the World Wide Web; Aaron J. 
Smith, who set up G-CON’s Internet hookup, 
promoted the show on his excellent Godzilla 
News website, set up a G-CON Online website 
and arranged for Internet sponsors and the 
Sci-Fi Channel chat with the guests, even 
though he was unable to attend the convention 
himself; John Woodard, KAIJU-FAN cover 
artist, who allowed us to display his wonderful 
artwork; Sue Victors for monitoring the Kaiju 
Kids™ Coloring Contest for us on Saturday, 
and Jay Johnson and the Southern Rock All- 


Stars for providing us with free entertainment 
during the Saturday night Costume Party. 

In addition, we would also like to thank our 
sponsors, who provided us the support that any 
convention requires in order to be a success: 
Jim Cirronella and Cheryl Cohen at Club 
Daikaiju, for their constant support and help in 
keeping DE&P running (don’t worry, guys, we 
still love ya, no matter what they say on 
alt.movies.monster!); Barry Kaufman at House 
of Monsters, who provided all our press 
releases; Edwin at Kaiju Productions/Media 
Blasters for allowing us to screen Gappa, The 
Tripliibian Monsters and for providing free 
Gappa video tapes as contest prizes; Pat Walcn 
at Simitar Entertainment for providing two 
complete sets of Godzilla videos as prizes; 
Alice Alfonsi at Random House for providing 
copies of The Official Godzilla Compendium 
as prizes for the Kaiju Kids™ Coloring 
Contest; A.D. Vision Films for providing free 
Destroy All Monsters posters as giveaways; 


Rick Martin at Expressions In Animation for 
providing Ultraman videos and pressbooks as 
prizes and the Suncoast Motion Picture 
Company for hosting the Randhurst Mall 
autograph session with the special guests. 

And finally, we also want to thank 
Yoshihiko Shibata, Shigeko Kojima, Lenell 
“Ultra” Bridges, Keith Sewell, Brian Culver, 
Robert Biondi, Mark Suggs, David Milner, all 
the costume, model and film contest entrants, 
Saiko Genso and everyone at Euro G-CON for 
making this the first truly international 
convention and all the people that I’ve 
forgotten to mention here. Without your 
constant support, there would never have been 
a G-CON to begin with! And a very special 
thanks to my wife, Carol, who 
traveled to Chicago a week 
early to set up for the guests, 
which allowed me the time that 
I needed to continue my 
teaching and avoid sticking my 
classes with a substitute for a 
week. I truly could not do any 
of this without her — thank you, 
sweetheart, I love you. Thanks 
to everyone for once again 
proving that the true meaning 
behind G-CON is the ideal of 
“for the fans, by the fans."™ 
Now, onto the business at 
hand. The first and most 
obvious change is the addition 
of color to KAIJU-FAN’ s 
inside front and back covers 
and the expansion of our page 
count to 68 pages beginning 
with this issue! This is only the 
first in a number of steps as we 
constantly strive to improve 
KAIJU-FAN with each issue. 

Secondly, while I am happy 
to report that G-CON ‘98 was a 
complete success, the time has come for Carol 
and I to re-evaluate our convention strategy. I 
have always made it a point to be completely 
honest with the fans both at the conventions 
and in the pages of KAIJU-FAN and not 
embellish the facts about any of our projects. 
The truth of the matter is that while about 650 
people attended this year’s show (nothing to 
sneeze at, for sure), it is a far cry from the 
1,200 people who attended the 1996 
convention and still well below the 800-900 
fans who attended last year’s G-CON in New 
York. What this means is that the attendance 
figures simply no longer justify our expense of 
holding the conventions in Chicago and the 
time has come to move G-CON closer to 
home; therefore, G-CON ‘99, will be held in 
the New Yoric City area next year. And while 
we will miss the friends that we’ve made in 
Chicago, keeping the show in New York will 
allow us to save on our own travel expenses 
and put the money towards improving the 



convention considerably. For all the fans in 
the Midwest and on the West Coast: instead of 
simply bringing a good convention to you. wc 
arc endeavouring to create a great convention 
that will truly be worth travelling to. While it 
is too early to decide exactly which way any 
of this will go, our number one goal is always 
that we provide you the best possible product 
for your money. 

Finally, and probably the most important, 
is that the lawsuit between Toho Company 
Limited and Guy Tucker and me has finally 
been settled and I’m happy to be able to report 
that we’re very pleased with the outcome. 
Two years, three months and tens of thousands 
of dollars later, Toho had finally decided that 
it was best to cut their losses and settle the 
entire matter, especially after seeing how 
eager we were to proceed to a jury trial. While 
it was impossible for either side to walk away 
completely clear from giving up anything, the 
settlement that was ultimately reached was fair 
and very favorable to us. Toho received 
S2.500 over five installment payments and the 
assurance that wc would never screen any 
Godzilla film without informing them of our 
intentions first — something we always strived 
to do in the first place, but were usually 
ignored. In turn, we received the right to 
sub-license any Godzilla film offered for 
screening from film libraries, in addition to the 
right to screen any Toho film in public 
domain. Upon the licensing of such films, 
Toho is to be informed of the screening, at 
which point they have 15 days to send any 
objections. If no notice is received within that 


time, then the screenings may legally continue 
as scheduled. If Toho decides to object, they 
must do so in a certified letter and state their 
reasons for objecting. Upon receiving such a 
rejection, wc have the right to appeal to a 
federal court, who will have final decision on 
whether or not the screening is permissible. If 
the court rules in our favor, Toho is 
responsible to cover all legal fees and court 
expenses. This is a substantial point for us, as 
we have always strived to communicate our 
intentions to Toho, only to be ignored. Under 
the settlement, Toho must now act responsibly 
and take our future requests seriously; if they 
ignore us, we legally have the right to screen 
the films that we’ve asked to license. 

In addition, the settlement finds no fault 
with either Toho or us, therefore clearing Guy 
Tucker, Visagraph Films International and 
myself from any copyright infringement. This 
last part is especially important because this 
prevents Toho from contacting any sub- 
licensors who are interested in doing busings 
with us and claiming that we’re just a bunch of 
“copyright infringers." 

In the end, of course, the real winners arc 
the attorneys, both Toho's and our own. 
While our expenses are nothing compared to 
those that Toho incurred (they hired the largest 
intellectual properties law firm in America to 
pursue this suit), the case has taken two years 
of our lives, strained the relationship between 
Guy Tucker and me and ultimately led to our 
falling out with J.D. Lees and G-FAN, which 
has been covered far too many times in these 
pages. However, despite all these problems, I 


would do it again in a minute (and by that, I 
mean stand up for our rights). I do not believe 
in simply giving up one's personal rights and 
freedoms just because some corporation is too 
backward to realize that fan-based 
organizations are the heart and soul of their 
livelihood (a fact Toho quickly discovered as 
they watched TriStar's Godzilla quickly 
bounce down the box-office charts). What 
Toho had hoped to accomplish with their 
lawsuit was the end of G-fandom in North 
America, as they initially thought they were 
bringing down G-FAN , Club Daikaiju, Video 
Daikaiju and the rest all in one shot. When 
they learned that they had instead sued a full- 
time college student who was training to 
become a high school social studies teacher, 
their pride and personal egos would not let 
them drop the matter and both they and the 
fandom ultimately suffered for it. But now 
that it's over, it is time for us to return to the 
“business” of being fans. While we will still 
not request any "official sanctioning” from 
Toho (because as I said before, we simply do 
not need it), wc will continue to improve 
KAIJU-FAN, G-CON and KAIJU-CON to 
insure that each and every one of you receives 
the best possible product for his or her money. 

Well, I’ve babbled on long enough. Until 
the next issue, I ask that you remember just 
one thing: size doesn't matter, ability and 
actions do! 

John Rocco Roberto 
Publisher 
August 1st, 1998 


COMING IN OCTOBER 1998! 


T.V. & MOVIE-FAN 

The new, quarterly newsletter by editor, creator and publisher Lenell "Ultra" Bridges which 
explores the world of television and movies from the good ol’ days of the 1950s to the present. 

HIGHLIGHTS OF THE FIRST ACTION-PACKED ISSUE: 


The Filmation Files: An ongoing series 
covering the cartoons and live-action shows 
of one of America’s great animation studios 
Interview with Kathy Coleman who played 
Holly Marshall from the 70's Saturday morn- 
ing series "The Land of the Lost" 

Sea Hunt: A tribute to the late Llyod Bridges 


The Dukes of Hazzard Series Episode Guide 
Space Ghost: The Hero and Legend 
The Forgotten Star Trek: A Look at the 
Animated Series 

Plus: Movie Reviews, Classifieds, Artwork, 
Magazine Plugs, coverage of G-CON and 
G-FEST and more! 


T.V. & Movie-Fan #1 will be issued free of charge to subscribers. Just send your name and address to: 

T.V. & MOVIE FAN 5304 SO. BISHOP CHICAGO, IL 60609-5832 

Note: T.V. & Movie-Fan will cover all aspects of television and movies except for Japanese science fiction and fantasy, the reason being that there 
are magazines such as KAIJU-FAN which already cover that genre. T.V. & Movie-Fan is a trademark of Shoowat! Productions and is not affiliated 
with KAIJU-FAN magazine, which is a trademark of Daikaiju Enterprises and Productions. 


9 


Send Letters To: L 

Daikaiju Publishing ; 

890 East 14th Street, Suite 4B I 
Brooklyn, NY 11230 f 


Dear KAIJU-FAN: 

At the innocent age of two, I saw some- 
thing on TV that changed me forever. The 
movie was Godzilla vs. Gigan and as I grew 
up, I simply couldn't get enough of Godzilla, 
Gamera, Ultraman and everything that had to 
do with Japanese cinema! 

I hope it's not too much trouble if you can 
answer these questions: 

1. ) When the TriStar Godzilla film has 
come and gone, will Toho be nice and find a 
distributor for the Heisei Godzilla movies? 

2. ) When will Trendmasters’ Gamera toys 
be out? 

3. ) I thought Godzilla vs. SpaceGodzilla 
was a decent entry — it has a great musical 
score to it. Why wasn’t it well received? 

4. ) 1 missed out on Mothra 2; what’s its 
underwater plot about? 

5. ) Please give info on the 1990 live-action 
8-Man movie. How well did it do in Japan? 

6. ) I’m a huge Ultraman fan. Why won’t 
they bring him back like UltraSeven? 

Well, I guess 1 wrote enough for a first-time 
letter. Long live KAIJU-FAN'. Shoowatch!! 

Your #1 fan in Arizona, 

David Silliman 
Phoenix, AZ 

P.S. How do I get a copy of A ge of the 
Gods ? 

David, to answer your questions as best we 
can: 

I.) Toho has currently licensed the first 
four films in the Heisei Godzilla series for 
release on home video in the US: Godzilla 
1985 from Anchor Bay, Godzilla vs. Biollante 
from HBO Home Video, Godzilla vs. King 
Ghidorah and Godzilla vs. Mothra (now re- 
named Godzilla and Mothra: The Battle For 
Earth) from Columbia TriStar Home Video. 
Masaharu Ina of Toho 's L.A. office has stated 
that the rights to the remaining Heisei films 
have also been licensed to TriStar; it has been 
rumored that the last three films will be re- 
leased in lime for Christmas. 2.) It is being 
reported on Trendmasters' website (http:// 
www.trendmastcrs.comJ that their Gamera 
figure series will be available in retail stores 
and direct from the company via Internet mail 
order this fall. See this issue’s "Kollectible 


Kaiju "for more info. 3.) Godzilla vs. Spacc- 
Godzilla had a weak, yet complicated story 
and unspectacular special effects; in addition, 
the enemy monster itself came across as more 
of a slight annoyance than an actual threat. 
For these reasons, the film hasn ’t been very 
well received by fans, especially when you 
consider that it followed the most popular 
entry of the Heisei series. Godzilla vs. 
MechaGodzilla. 4) The underwater plot of 
Mothra 2: Showdown Beneath the Sea con- 
cerns the emergence of an ancient sea mon- 
ster, Dagahra, as well as a mysterious temple 
from the ancient civilization of Nirai Kanai 
which holds the secret to defeating the mon- 
ster. A full review and plot outline will appear 
in a future KAIJU-FAN article on the Mothra 
film trilogy. 5.) We will hopefully gel around 
to providing coverage on the live-action 8- 
Man movie in a future issue, too. so keep 
reading! 6.) The original Ultraman did return 
in a recent episode of Ultraman Tiga. For a 
complete synopsis of the story, go to our web- 
site at http://home.earthlink.net/~fcastle. Also 
look for the Ultraman Tiga episode guide that 
we 'll be running in our 1 998 special issue (see 
the advertisement in this issue for more info). 
Finally, Age of the Gods is still available for 
purchase; to order, just check out the G-Store 
ad in the back of this issue. -JRR 

Dear John: 

I talked to Fabian Medina (Creature Fea- 
tures) the other day and he informed me that 
G-CON was yet another great show. Wish I 
could have been there. If I could only get out 
of finals at my local city college. Maybe next 
year. I couldn't agree with you more, as your 
editorial stressed, that no matter if TriStar’s 
“G” is good or bad, it will have little or no 
effect on our great hobby. Since TriStar’s “G” 
is a turkey (something I knew it would be two 
years ago when TriStar hired those Devlin & 
Emmerich bozos — I’m not psychic, just a 
good judge of filmmaking and craftsmanship), 
we can brush it off and hope Toho gets back to 
making the Godzilla films once again! Maybe 
they'll have the smarts to hire the Gamera 
team (Kaneko/lto/Haguchi) to bring some- 
thing fresh and innovative to the Big “G." We 
can only hope. 

Sincerely, 

Brant Elliott 

P.S. I know it's really none of my busi- 
ness, but I hope you will put the J.D. Lees 
break-up to rest. Of course, I don’t know all 
the details, but I'm sure that with the great 
success of your conventions and KAIJU-FAN , 


there is definitely room for two of everything 
in kaiju fandom. Maybe there will never be a 
reconciliation between you both (of course, 
maybe neither of you want one), but at least 
the hobby can go on and forget it. If anything, 
we should all be getting together to bash Tri- 
Star’s “G.” Anyway, all the best. 

Currently Toho has no plans to revive their 
Godzilla series until the monster's 50tli an- 
niversary — at least that was the story back in 
early June, according to our sources in Japan. 
That may very well change now that the Tri- 
Star film has failed to meet box-office expecta- 
tions; it all depend on how the film ultimately 
does internationally and whether or not Tri- 
Star plans to go ahead with a US sequel. 

As far as the "G-CON Wars " (as they have 
been called) between J.D. Lees and me are 
concerned, I personally consider the matter 
closed. Only if J.D. continues to print false 
statements about our conventions or take 
credit for previous conventions that he had 
nothing to do with, then I feel that I must 
comment in order to dear up any confusion. 
Of course, we will continue to give G-FAN's 
convention coverage in the pages of KAIJU- 
FAN, even though J.D. has personally in- 
formed people that he wishes we would ignore 
his convention and not mention it in these 
pages. At KAUU-FAN, however, we believe 
that the best way to serve the fans is by giving 
them as much information as possible. -JRR 

Dear John: 

Sorry I missed G-CON. 1 broke a tooth and 
couldn’t make it in time. Anyway, please send 
me info on a new issue if one is available and 
keep me on your mailing list. I’ve heard 
rumors you guys are on an irregular printing 
run, which is kind of preventing me and others 
to subscribe. If you have any info other than 
rumors, please let me know. I still haven’t 
heard from the Markalite gang since I sent my 
cash in years ago and they were supposed to 
refund everyone’s money. Thanks. 

Vince Cornelius 
Caledonia, OH 

First off, Vince, I hope that everything went 
well with your tooth and that you 're feeling 
better. Secondly, let me assure you that 
KAIJU-FAN will be around for a long time, 
even if it means printing the magazine for only 
one person— me! KAIJU-FAN is a labor of 
love for all those involved; as a result, the 
magazine is never going to have to stop being 
published simply because of the "bottom 
line. " It 's only been in the last year, since we 
began publishing the magazine independently 
of G-FAN, that KAIJU-FAN has gotten down 
to a regular printing schedule. But rest as- 
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sured, we will never solicit subscription money 
from anyone if we know we 're going to close 
our doors, and in the worst case, we 'll con- 
tinue to produce our KAIJU-NEWS newslet- 
ter to compensate. Don 7 worry, despite the 
hopes and dreams of several individuals, 
KAIJU-FAN ain 7 going nowhere — except up! 
-JRR 

Dear KAIJU-FAN: 

G-CON was such a blast. This was my first 
time at one of these conventions.. I couldn’t 
believe the dealers room. All the activities and 
meetings were great, too. Meeting the guests 
and getting their autographs was so exciting. 
Then, dancing with Mr. Tsuchiya — wow! The 
Controller dances Spanish flamenco very well. 
There were a few people that got pictures of 
that. Please write me if you have a copy. I 
didn't have a camera that day. 

You guys are doing a great job with your 
mag, which I just found out about, too. In 
issue #6, the back cover had a very beautiful 
painting of Godzilla vs. Destroyah , but the 
artist didn’t get any credit. Someone told me 
at the convention that it was Mark Jones. 
Mark, if you read this, please write me; I’d 


love to talk about your art. Please publish this 
so 1 can get in touch with these people. More 
Kaiju Kids on the way. Keep up the good 
work. Can’t wait for the next G-CON! 

Rossana Ganuza (a.k.a. Destroyah) 

19012 Avenue Bayonnis 
Lutz, FL 33549 

Thanks for the kind words, Rossana, and 
for sending in your artwork for publication. 
I in pleased that you had such a great time at 
G-CON and are enjoying the, magazine. We 
did forget to credit Mark Jones for his fantas- 
tic Destroyah artwork that graced the back 
cover of issue #6, but we made up for the 
ommission by crediting him in issue U7. 

I missed most of Mr. Tsuchiya 's dancing, 
except for when he twirled his coat and broke 
the light fixture in the lobby! / was not able to 
take any photographs at this point, so if any 
readers out there have copies that they would 
tike to share, please send them to us and we 'll 
gladly pass them on to Rossana -JRR 

Dear John: 

I hope things are going well since the con- 


vention. That was quite a weekend! If you do 
not recall, I was the man in the “Kingoji" 
Godzilla suit at the costume contest. I left you 
with my name and address. I realize that you 
are a busy man with far more than your share 
of responsibility, but I'm afraid I must ask for 
your assistance on at least two things. 

The first is rather a substantial request. 
While I am aware that you are not directly 
connected to the entertainment industry, I 
hoped that you might be able to put me in 
touch with someone who could help me make 
use of my talents. In addition to costumes and 
other prosthetics, I am also skilled in two 
dimensional art, particularly comic art and 
design. I believe I would be proficient at 
conceptual art and storyboarding. I also write 
fictional stories, as well as scripts. In fact, I 
have several scripts currently in development. 
I know that Guy Tucker and Ed Godziszewski 
are involved in writing and that a number of 
other talented club members have had the 
opportunity to use their skills to their advan- 
tage. If you could offer me any assistance 
toward finding an outlet for my efforts, I 
would be greatly in your debt. I am especially 
interested in becoming involved with minor 
video or motion picture projects. Since my 



Peter H. Gilmore 



/ do say so myself, and 
would be more than happy 
to send a copy to you. Just 
give me a little time to get 
organized. Thanks! -JRR 


Hi, John: 


work largely revolves around kaiju of one kind 
•or another, I believe this would be the most 
appropriate area to apply all of my skills, 

My second request is a bit more reasonable. 
Most of my pictures from the convention did 
not turn out and I was unable to videotape it. 
If you could please put me in touch with 
someone who has taped footage of the costume 
contest. I’d be very grateful. Thank you. 

Jim Thompson 
Highland, IL 

You are correct. Jim, in that assuming that 
our contacts in the American entertainment 
world are very limited (especially when Com- 
pared to our contacts in Japan). You see. 


Hollywood views our organization as an un- 
professional group of fanboys, not worth tak- 
ing seriously (unless they need something, that 
is). And while a readership of roughly 2,000 
is nothing compared to the number of people 
which read Time or Newsweek, we are the 
only organization, after all, that is able to hold 
Japanese sci-fi conventions featuring celebrity 
guests from Japan. But the pros in Hollywood 
know belter; after all, just look at TriStar's 
Godzilla. 

Anyhow, Jim 's work is extremely good (as 
liis Baragon and KinGoji suits will demon- 
strate) and if any of our readers can help him 
out here, please contact us and we 'll pass the 
info along. As far as video of the costume 
contest goes. I took some very good footage if 


No doubt at the moment 
you’re barely catching your 
breath from G-CON, but I 
just wanted to drop you a 
note after receiving issue 
#8. I wish I could’ve been 
there with all of you, but as 
I explained to Lenell 
Bridges, my wedding plans 
have to take first priority. 
Damn! It's also a double 
whammy, as by August 29th 
I should be on my honey- 
moon in Honolulu. At least 
I can try to find Hawaiian 
dubs of Ultraseven on 
video. The magazine is 
looking better and better (I 
don’t say that in a self- 
serving way) and is solidify- 
ing its own identity apart 
from the “ghost” of G-FAN. 
As I mentioned in my previ- 
ous letter, KA1JU-FAN is in 
a great position to really en- 
lighten the American sci-fi 
fan to what Japanese fantasy 
really has to offer. As far as 
the (Tristar Godzilla) movie 
is concerned, Lenell and I 
agree as far as what has ulti- 
mately been done to the true 
integrity of the character, 
but on the upside, the 
heightened awareness of 
who Godzilla is, and more 
importantly, was, could be 
very positive in the end. 
This past weekend (I know 
you missed it, obviously) 
WPIX ran Godzilla movies continuously over 
two days. While I was sitting with some of my 
co-workers in the lounge, 1 discovered some 
covert Godzilla fans I never knew existed. 
Happily, I can tell you I’ve lent videos from 
the Heisei series out to three of my peers. 
Hope you liked the Godzilla/Ultraman team- 
up I did for Lenell. He deserves a lot of credit 
for the concept and as always, for being a truly 
dedicated fan of the genre. He’s also inspired 
me to find an opening theme for my answering 
machine.. .oops, gotta check with the wife. I 
was afraid 1 was sending too much material for 
the magazine — everybody should have an op- 
portunity to see their hard work! However, I 
am glad to sec it being put to use. Much 
continued success and good health. 
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Domo Arigato! 

Rich Cohen 

Richard, please don 7 feel that you 're send- 
ing in loo much material for KAIJU-FAN. 
The magazine depends on dedicated people 
like you to keep it going. Remember... for the 
fans, by the fans! I'm pleased that you like the 
direction we 're heading in with the magazine 
and we hope to improve the look with each 
issue. You may notice that we 've gone to color 
on the inside front and back covers and that 
we have also expanded to 68 pages. That 
gives us a lot more room for artwork, so keep 
it coming! 

Overall, I find that the fallout from the 
TriStar fdm has hardly had any effect on the 
course of this fandom and that things should 
be returning to normal by the time you are 
reading this. The only thing is to see if Toho 
will now return to making Godzilla fdms be- 
fore their official date of 2004, which will 
mark the 50th anniversary of their most fa- 
mous character. / guess we 'll just have to wait 
and hope. Thanks for everything, hope to see 
you at KAIJU-CON. -JRR 

Dear KAIJU-FAN guys: 

1 just finished reading issue HI and once 
again, I’m impressed. Real good stuff, al- 
though I would like to see more articles and 
episode guides on the various Ultra series and 
other superhero shows. But the reason I’m 
writing is to throw my two cents in on this 
TriStar Godzilla controversy. I’ve always 
been a huge fan of horror, sci-fi and fantasy, 
but I firmly believe that Hollywood has turned 
out very few genre films in the last twenty 
years that are worth watching. Independence 
Day only made me wish I was watching Earth 
vs. the Flying Saucers and Jurassic Park had 
me itching to pop a Harryhausen flick in my 
VCR. So, this Hollywood Godzilla holds 
,, almost no interest for me and I really doubt I’ll 
even see it until it shows up on Channel 1 1 
some night when there’s nothing else on. 
However, there is one thing that really bothers 
me about this that no one else seems to have 
brought up. I have no doubt the movie will be 
financially successful in the States. The smart, 
long-running ad campaign has almost guaran- 
teed boffo box office for the opening weekend. 
But what happens if the movie is an incredible 
success in Japan? What if it outgrosses all of 
Toho’s recent offerings? What if children all 
over Japan arc playing with little plastic 
Deanzillas? What if the Toho big shots say, 
“Look, the public likes the American Godzilla 
better than our Godzilla. From now on, 
Godzilla must only look like this iguana thing 
that runs fast and has very strong lungs that 
blows down buildings." What if Godzilla vs. 
Destroyali really is the last true Godzilla flick! 
•GASP!* 


Admittedly, this is not a likely scenario. 
Godzilla has become such a large part of 
Japanese culture that the changes of the 
Japanese public accepting Deanzilla are about 
as likely as the American public accepting the 
late Toshiro Mifune as Mr. Spock. Keep up 
the good work. 

Rob Billera 
Flemington, NJ 

P.S. Now that I think about it, Mifune 
probably would have done a pretty good job as 
Mr. Spock. 

You've brought up many good points in 
your letter, Rob, so much so that I decided to 
answer this letter first, despite it being one of 
the last ones that / typed in. Of course, now 
that the TriStar Godzilla film did not do as 
expected at the box office (at this writing it 
had made only 1 19 million), I’m sure that by 
the time this issues hits the news stands it will 
be little more than a bad memory. But let's 
look at some of your points about how the film 
will do in Japan. First off, the 60 million 
dollars that TriStar had paid for the rights to 
produce Godzilla has already made Toho 
more money than any of their domestically- 
produced Godzilla films. But how will the 
Japanese public respond to the fdm? Based 
on the reaction from the few Japanese folks 
who have already seen the film, I will guess 
not very well at all (of course, the film will 
have been released in Japan for least six 
weeks by the time you read this). I am sure 
that the Japanese public will go to see the film 
out of curiosity, mainly to see what Hollywood 
has done to their icon. But I doubt that many 
will go back again and again, just as Ameri- 
can audiences did not return for a second 
showing. Several years ago, I predicted ex- 
actly what would happen during the opening 
week of the Godzilla fdm. Although I love the 
genre of Japanese sci-fi, I never fooled myself 
into believing that the general public in Amer- 
ica will ever look upon Godzilla as anything 
more that John Belushi in a cartoony Godzilla 
suit hosting NBC's presentation o/Godzilla vs 
Megalon. Updating the character was a bad 
idea from the start and hopefully, it has taught 
Hollywood that just because you throw large 
sums of money into a fdm 's special effects, if 
the story stinks, nobody 's gonna wanna see it! 

And just as a side note, after Carol and I 
first watched ID4, I turned to her and asked if 
she would like to see a better version of the 
same movie. / then got out my tape of the 
original War of the Worlds and was truly in 
sci-fi heaven. -JRR 

Dear John and other kaiju fans: 

How are you? Hope things are going well. 
I’ve really enjoyed the recent issues of KAIJU- 
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FAN. The articles and photos of the ‘97 
G-CONs were really good. And I also liked 
the articles on Japanese TV shows. I really 
enjoyed your G-CON ‘97. The dealers rooms 
were filled with so much to pick from. 1 was 
especially glad there were videos for sale. One 
big disappointment at J.D.’s convention was 
that there were hardly any videos for sale. To 
be fair, I really enjoyed J.D.’s con, too. I 
thought the two Chicago G-CONs were about 
equal. However, I enjoyed being in the Wynd- 
ham Hotel much more than being in the Radis- 
son. I wondered if you and some other fans 
besides me might feel we have “outgrown” the 
Radisson and want to move to a bigger hotel 
with a lot more function rooms. I’m familiar 
with so many suburban Chicago hotels since 
I’ve gone to so many different science fiction 
cons. Or maybe most fans feel that close 
proximity to Yaohan Plaza is really important 
and would want to stay with the Radisson. 
This could be interesting to ask in a survey. 
I’ll be looking forward to future issues of 
KAIJU-FAN and will be renewing my sub- 
scription. And I’m really looking forward to 
attending G-CON ‘98. 

Kathy Corcoran 

Thanks for the kind words and advice, 
Kathy, and I hope that you enjoyed G-CON 
‘98. I'm sure you will agree that this year we 
really used the Radisson 's meeting space to its 
fullest potential, and believe me, there 's still 
plenty more we could do with it. However, you 
bring up two good points that I wish to ad- 
dress. First, while attendance at this year’s 
show was good (about 650 people, the same 
amount as the 1995 convention), it was 
nowhere near the 1,200 people we had in 1996 
and the 800-900 people we had in New York 
last year. So maybe the problem is not that 
we 've outgrown the Radisson, but that we 've 
out grown Chicago for the lime being. This is 
why we 've decided to hold G-CON '99 in New 
York next year and possibly return to Chicago 
for a future show. As far as using the Wynd- 
ham or a similar hotel when we return to the 
Chicago, while the Wyndham is very impres- 
sive, it is not practical for a convention such 
as G-CON. The meeting rooms are too spread 
out and the intimacy one gets from having the 
entire hotel to ourselves would be lost. Just 
for the record, this year's convention booked 
over half the rooms in the Radisson for the 
weekend, which means that the Radisson was 
"our" hotel for the weekend; we didn 7 have to 
share it with a wedding, seminar or other such 
functions. Therefore, when we eventually re- 
turn G-CON to Chicago, it will most likely be 
at the Radisson. 

In regards to the selling of video tapes 
(whether it be in the convention 's dealers 
room or out of the hotel rooms), Toho has 
always maintained that the importing of any of 


their licensed goods from Japan was an 
"illegal" act; J.D. Lees can tell you that they 
originally wanted us to ban all Japanese im- 
port products from G-CON '95 (at this point, 
we were still working together). The point that 
Toho constantly seems to forget is that the 
importing of toys. CDs. video tapes, etc. is 
NOT an illegal act. especially when Japanese 
sales tax, shipping lax. and American customs 
taxes have all been paid. As for the legality of 
video tapes, all dealers at G-CON and KAIJU- 
CON sign agreements which clearly state that 
their merchandise is authentic. If Toho (or 
any company, for that matter) has a problem 
with what a dealer is selling, then it is their 
responsibility to take the matter up with the 
dealer in question, not with our conventions. 
We are simply not going to "police" or 
"legitimize " our conventions, especially when 
you consider that there isn 7 a sci-ft convention 
in America where the dealers do not sell video 
tapes. -JRR 

Dear Mr. Roberto: 

My name is Ronnie Burton. We’ve never 
met, but I’ve long admired your writings. The 
reason I’m writing is to request info about 
KAIJU-FAN magazine. Is the subscription still 
$10.00? I tried unsuccessfully to get in touch 
with you by phone day and night and in both 
cases, all I got was the recorded message. I’d 
like very much to contribute info to KAIJU- 
FAN, such as comprehensive cast and credit 
listings for the Toho science fiction movies, if 
your readers would be interested. 

Some time ago, I sent such info to G-FAN, 
but had I known the direction G-FAN was 
going to take, I might have had second 
thoughts. I’m very disenchanted with G-FAN 
and I’m also very sorry for all the trouble you 
guys have had with Toho. For what it’s worth, 
G-FAN was much more enjoyable back in the 
days when you and Mr. Biondi were writing 
such great articles like the “Godzilla in Amer- 
ica" series. Take care and I look forward to 
hearing from you. 

Respectfully, 

Ronnie Burton 

First off, Ronnie, please call me John. All 
this "Mr. Roberto " stuff makes me feel like I'm 
standing in front of my class teaching social 
studies (which also makes me feel old). 

I'm pleased that you appreciate mine and 
Robert 's work and if you are interested, please 
check out our website at http:// 
home.earthlink.net/~fcastle for the latest in- 
stallment of "Godzilla hi America. " As for 
our time working as associate editors and 
regular contributors for G-FAN. both Robert 
and I look back at those days as some of the 
happiest and most proliferate of our involve- 
ment in this fandom. But despite the interfer- 


ence from Toho Co. Ltd., we realize that our 
partnership with J.D. Lees would have most 
likely came to an end anyhow. Robert, myself 
and especially long-time associate Jim C.ir- 
ronella were eager to expand to all areas of 
Japanese science fiction, while J.D. was con- 
tent to stay were he was covering only 
Godzilla. 

In regards to contributing to KAIJU-FAN. 
please feel free to submit anything you wish. 
In fact, I’m begging for it! If you'd like 
suggestions regarding the types of articles that 
we are looking for, please contact myself or 
Jim C. as soon as possible. KAIJU-FAN is 
only as strong as the people who support it 
and we never want to get to the point were the 
"average fan "feels that he can not contribute 
because the "experts" have it all wrapped up. 
Remember, KAIJU-FAN is a magazine "for 
the fans, by the fans, " so send in anything you 
wish and help shape KAIJU-FAN into the 
magazine that you d like it to be. (Oh yeah, 
and the yearly subscription rale is now 
$16.00.) Thanks! -JRR 

Dear Daikaiju Enterprises: 

I really enjoy your KAIJU-FAN magazine. 
As a long-time reader of both G-FAN and 
KAIJU-FAN, I was wondering when you were 
going to run a readers poll. To date, the 
magazine has been out three years now, but 
you have yet to let the readers have a say or 
give an opinion. Please consider running a 
poll in the near future. Thank you. 

Carlos Mcndcver 
Union City, NJ 

Carlos, we already give the readers of 
KAIJU-FAN a chance to voice their opinions 
in every issue's letters section. Just keep 
writing and we 'll be sure that your voice is 
heard. But as far as reader polls go, I person- 
ally have never liked them or trusted the infor- 
mation reported in them, especially when 
you 're not given the response-to-reader ratio 
for the poll. For example, let 's say that we ran 
a poll asking readers which were more impor- 
tant at conventions: having Japanese guests or 
screening Toho films. Suppose we then re- 
ported that 90% of the respondants said that 
screening Toho films is more important than 
having Japanese guests. What did this really 
tell you? If KAIJU-FAN is read by 2,000 
people, but only 200 respond to the poll, then 
does the poll tndy reflect the opinions of the 
magazine’s readership? Here's another ex- 
ample: if G-CON is advertised to 6,000 peo- 
ple, but only 1,000 actually show up at the 
convention, does this mean that the other 
5,000 fans do not want conventions? This is 
why we stay away from running reader polls. 
Sure, we could make cute charts and fancy 
diagrams to fill the pages o/'KAIJU-FAN, but 
14 


we 'd rather fill our pages with worthwhile 
articles like "Toho In America" or 
"Kollectible Kaiju. " -JRR 

Dear John: 

Thanks for passing along that G-FAN sub- 
scription request from David Heafner. I was 
just saying to Ruth yesterday how I envied you 
that your show would soon be over and you 
could enjoy your summer without having to 
prepare for or worry about it. Believe it or not, 
I do wish you well with G-CON. In thinking 
about it, I doubt there are many individuals 
who undertake the risk (or stress) of staging 
conventions on their own (i.e. not on behalf of 
some corporation or large group). I guess that 
makes us members of a pretty exclusive 
“club.” Good luck. 

J.D. Lees 
G-FAN magazine 

JD. believe it or not. I also wish you well 
with your convention, which is why we will 
continue to cover it in the pages of KAIJU- 
FAN. Regardless of our personal differences, 
if it 's important to the fans, then it ’s important 
tome. -JRR 

Dear John and crew: 

First off, let me tell you that I really enjoy 
your magazine. I have been with it from #1 
and plan to continue for as long as you con- 
tinue to publish it. However, I wanted to let 
you know that I feel let down concerning one 
of the articles in KAUU-FAN # 8. 

To tell you something about myself, I have 
been a big-time GODZILLA fan for over 20 
years. I have a serious collection of books and 
toys, both imported and domestic, so I have 
what I would like to think of as an informed 
opinion. I am also a West Coast Godzilla fan 
who does not want to invest the sum of money 
it would take to get to one of the Chicago or 
New York shows (come to Los Angeles some- 
time). Because of this, the “G-Con Wars" 
stuff does not affect me and I try to avoid it as 
much as possible. I have dealt with G-FAN, 
KAUU-FAN, Club Daikaiju, Video Daikaiju 
and others and I have not one bad thing to say 
about any of them. I love everybody. Which 
brings me to the point of my little rant here. 

I was reading your editorial in #8 where 
you stated, "I hope that everyone can return to 
the ‘business’ of enjoying this hobby again." 
You also replied at one point in the letters 
section that, “It will be our policy to remain 
neutral in all aspects of this fandom." I 
thought to myself, “Yeah, all right! Enough 
with the venom (save that for Devlin) and let’s 
get back to the fun stuff.” THEN, later on, I 
got to your printed review of The Official 

Godzilla .Compendium- 


Now don't get me wrong - 1 didn't like the 
book all that much either. In fact, I believe 
that I was the first person to post in the 
alt.movie.monstcr newsgroup that the book 
wasn’t that great. But come on, the review by 
“Chad Ncuping" was not a review at all. It 
was a chance to take a swing at J.D. Lees and 
you took it. 1 mean really, does this have to go 
on for FOUR pages? In my post, I stated that 
the writing style was kind of weak and a few 
other things and that was it. Was it really 
necessary to point out EVERY SINGLE error 
that you could catch? I could FEEL the hate as 
I read each word. I also question the conclu- 
sion — “It is difficult to recommend The Offi- 
cial Godzilla Compendium ." Are you sure? I 
already had many great Godzilla books (such 

The Pictorial Book of Godzilla l & 2, the 
Special Graphix magazines, Stuart Galibraith’s 
books, etc.) and I found enough in J.D.'s book 
to consider it worthy of 1 6 bucks. Hell, it’s far 
and away better than Marrero’s piece of s***. 

My point is this: if you want to keep your 
problems with J.D. out in the public, then 
cool — it's your right and your magazine. But 
if you state that you want to rise above that and 
remain neutral and objective, than by all means 
DO it. If you set the example, then maybe all 
of this will finally go away and we CAN get 
back to the hobby we all love. One can hope. 

Thanks for listening, 

Bruce Sussman 

Bruce, as I ultimately edited the Official 
Godzilla Compendium review which was sub- 
mitted to us by "Chad Neaping, " I felt that I 
should respond to your letter. 

First of all. I can understand your frustra- 
tion at reading anything in KAIJU-FAN that 
appears to be keeping alive the recent negativ- 
ity in fandom. However. I don 7 agree with 
you that the compendium review was "not a 
review at all. " It is a very detailed and well- 
researched review, just not a favorable one. 
Please understand that it was very difficult for 
us to decide how we should handle this article , 
Random House has always been a big KAIJU- 
FAN supporter and Marc Cerasini is consid- 
ered to be a good friend to most of the folks 
behind this magazine. But when you consider 
that this was the first U.S. Godzilla com- 
pendium to be officially sanctioned by Tolio, it 
is inconceivable that such a work could con- 
tain so much erroneous information. Compar- 
ing it to Marrero s unlicensed travesty just 
doesn't cut it— thus book was sanctioned by 
Tolio themselves! In this regard, we ultimately 
decided that KAIJU-FAN should print the 
truth, just as we have always strived to do in 
the past. To us, the review that was submitted 
by "Chad Neuping" is the truth, however un- 
popular that viewpoint may be. It was also 
dearly stated at the beginning of the review 


that those of us behind KAIJU-FAN will take 
responsibility for printing it, even if the author 
does not wish to be acknowledged. 

While / agree with you that the review was 
rather lengthy, every error was not mentioned ; 
believe it or not. the review was actually much 
longer than what you saw printed! I did my 
best to keep in only the points that I felt 
supported its criticisms and thus, warranted 
its length. However, l personally fegl that two 
pages or so would have been enough to get the 
point across had I written it myself. 

Besides taking author J.D. Lees to task for 
his writing ability (or lack thereof as demon- 
strated in the compendium, the main point of 
the review was that Tolio so obviously tied the 
hands of those involved who were just trying 
to do a good job, including the folks at Ran- 
dom House and J.D. Lees himself. For a 
company that keeps a high profile about the 
unlicensed books that they've been able to 
keep off the market through legal action, it 


seems that Tolio is doing the best fob they can 
to insure that such a market continues to exist 
by propagating misinformation in authorized 
books like the Random House compendium. In 
this respect, someone who is as knowledgeable 
about this genre as the publisher o/G-FAN is 
should have been much more critical of 
Toho ‘s position on the book which he has lent 
his name to. As evidenced in his own maga- 
zine, Lees has printed extremely critical re- 
views of other genre books that didn 7 contain 
a fraction of the errors that his own book did. 

There is, however, a much bigger picture 
behind our analysis of The Official Godzilla 
Compendium than just taking swipes at J.D. 
Lees and I feel that we would have let readers 
down had we not printed a truthful review of 
the book. //‘Kaiju-Fan printed misinformation 
about the genre, I certainly wouldn 7 expect 
anyone to buy it; in this regard, the fans 

Continued on page 63 
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REVIEWS OF JRISJAR'S GODZILLA 


THE FANDOM ROARS 
AS THE BOX OFFICE PLUNGES 



The voles are in and it would appear that 
TriStar's Godzilla has audiences fleeing... 
fleeing from the theater, that is! Yet the 
destruction caused by the monster 's summer 
rampage in New York City pales in compari- 
son to the debris and rubble left in the wake 
of the heated debates over this film on the 
Internet, in fanzines and within fan circles. 
Whether you love Godzilla or love to hate it, 
there's no denying that one of the most antic- 
ipated of all Godzilla films has now become 
the most talked about as well. Here 's what 
filmgoers, both fan and professional, on both 
sides of the Pacific had to say about it. 

Good Monster, Bad Movie 

Review by John Rocco Roberto 

Like most of the productions released by 
the Hollywood dream factories these days, 
the over-reliance on special effects and the 
belief that one has to dazzle the audience 
rather than entertain them has once again 
gotten in the way of good filmmaking and 
outweighed the all-too-important need for a 
good story artd good acting. TriStar’s 
Godzilla fails not because it is nothing like a 
Godzilla movie, but because taken simply as 
a "monster movie,” it is not a good film to 
begin with. Even if the production had fea- 
tured the original Godzilla as we know and 
love him, it would still have been hard to find 
any redeeming values about the film. In fact, 
the creature itself comes off as a very inter- 
esting and workable design; it just happens to 
be stuck in a bad movie. But where the 
movie really falls apart is both in the quality 
of the acting and consistency of the storyline. 

The acting in Godzilla is below par, even 
for Matthew Broderick who delivers his lines 
in a deadpan style, devoid of any 
hint of emotion. The same, un- 
fortunately, can be said for the 
other actors as well, some of 
whom have given fine perfor- 
mances in past features, but seem 
to fall short when asked to emote 
for this film. Could it be possi- 
ble that director Roland Em- 
merich was counting on the spe- 
cial effects to carry this film and 
decided that he did not need to 
get the most from his actors? 

The style of the film itself, with 
all the action framed in the center 


of the screen, suggests that Emmerich was 
more inclined to shoot a television movie than 
a widescreen, major motion picture. This 
problem becomes glaringly apparent if you’ve 
picked up one of those “shot-off-thc-screen” 
video copies that have been retailing on New 
York City street comers since the film opened 
in theaters. Even with the video framed to 
film the center of the screen, no action is lost 
on the sides; it’s as if the film had been shot 
with pan-and-scan in mind. 

The opening scene with the Japanese fish- 
ing boat and the footage of the American 
fishing trailers being pulled under by Godzilla 
are two of the best-executed scenes in the film, 


reflecting the suspense and mood of the orig- 
inal 1954 film, Gojira. So arc the scenes in 
Madison Square Garden, despite the obvious 
“lifting" of plot elements from Jurassic Park. 
These scenes are both suspenseful and whim- 
sical, making them fun to watch; the problem 
is, however, that soon afterward one has to 
remind oneself that he or she is watching a 
Godzilla movie and thus, the entire premise 
falls apart. So does the scene when Godzilla 
re-emerges from the rubble of the destroyed 
Madison Square Garden; the monster’s scale 
is so out of proportion that one wonders how 
he fit in the arena to lay the eggs in the first 
place. Unfortunately, the film suffers from 
such plot problems from the very 
beginning, so the entire premise 
of the story is hard to believe. 

First, we are asked to accept 
the fact that French A-Bomb test- 
ing (as illustrated by stock 
footage of American H-Bomb 
tests during the opening credits) 
in the 1960s mutated a lizard into 
Godzilla; it could not have been 
after that time because above 
ground test were banned in the 
1 970s. What about all the Amer- 
ican A-Bomb tests? We did our 
fair share, too; what happened to 


“It’s very good, but it’s not Godzilla. 

The actors’ performances, 
especially their reaction shots to the 
creature, are very nice. Japanese 
audiences will enjoy this movie; 
they enjoyed Jurassic Park, 
so they will enjoy Godzilla. ” 

- Yoshio Tsuchiya, veteran actor who 
appeared in numerous Toho science-fiction films and in films 
directed by Akira Kurosawa 
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“bur" lizards? Why weren’t they mutated as 
well? We are then asked to believe that not 
only do the French know about this mutation, 
but that they also believe they can single- 
handedly destroy the creature. If Godzilla 
took 30 years to mutate (assuming that it was 
a slow mutation over several generations,) 
then how would the French know about it in 
the first place? And if they first discovered it 
when Godzilla attacked the Japanese fishing 
ship, then why would the French assume that 
it was caused by their experiments and not by 
American or Soviet experiments conducted 
in the same area? It is plot holes such as 
these which weaken the entire story and 
cause the film as a whole to lose creditability. 

There are several other flaws, which I will 
list here briefly: 

• The only survivor from the Japanese fish- 
ing boat identifies Godzilla as the creature 
that destroyed his ship after looking at Jean 
Russo’s cigarette lighter. Why? Godzilla 
does not have atomic breath, so why would 
the flame trigger the sailor’s memory? 

• The sailor, as well as all early Godzilla 
encounter sites, is teaming with radiation, yet 
when Godzilla reaches New York, the radia- 
tion aspect of the story disappears and is 
never mentioned again. What happened? 
Did Godzilla suddenly learn to de- 
contaminate himself before arriving in the 
Big Apple? 

• Godzilla, a cold-blooded creature from a 
tropical zone, migrates to New York (a tem- 
pered zone) in November to lay eggs. The 
problem here is that not only would a tropical 
creature NOT migrate to a tempered zone, 
but the cold weather and constant rain would 
make it sluggish and quite easy 
to pick off while dining on fish 
in front of the Flat Iron Build- 
ing. 

• It is impossible to completely 
evacuate the City of New 
York's 8 million (not 3 million) 
residents. I know... I live here... 

I’ve driven during rush hour! 

Trust me, it can’t be done. 

• Godzilla is chasing the sole 
surviving attack helicopter 
through the streets of New 
York; so why doesn’t the pilot 
pull up? Did he forget that 
helicopters could fly upward 
and thus, escape the rampaging 
monster? 

• The Park Avenue Tunnel that 
Nick and the gang drive their 
stolen taxi into to escape 
Godzilla does NOT lead off 
Manhattan Island and in fact, 
connects East 33rd Street and 
East 41st Street, traveling under 


“ The opening 
of this film 
will do quite well, 
but several days 
later, there will be 
the attack of the 
critics! ” 


- Haruo Nakajima, actor who por- 
trayed Godzilla from 1954 to 1972 


Park Avenue (hence the name “Park Avenue 
Tunnel"). Why was it blocked? Since 
Godzilla can already tunnel under the city 
streets, blocking this tunnel makes no sense. 

• The closest suspension bridge to the Park 
Avenue Tunnel is the Williamsburg Bridge, 
followed by the Manhattan and Brooklyn 
Bridges respectively. So why lead Godzilla to 
the Brooklyn Bridge? (And yes, 1 realize that 
the 59th Street Bridge [as seen during the 
opening credits of Taxi] is closest to the tun- 
nel, but that’s more a girder bridge than a 
suspension bridge.) 

While some of these points can be looked 
upon as nitpicking, they do divert from the 
overall believability of the story which causes 
the entire film to suffer. Unfortunately, I have - 
my fears that Centropolis will make another 
film in the series; remember that TriStar 
signed on for a trilogy. Will this sequel cor- 
rect the mistakes that the first film makes? 
Based on the reaction that Dean Devlin has 
had to the film’s critics, I'm afraid that his 


1 

own amogance will lead him to make the next 
movie just like this one, if nothing more than 
to say, “See, I told you that my Godzilla is 
better!” 

TriStar's Godzilla is Better Than 
Nothing 

Review by Peter H. Gilmore 

I wish I could have liked G ‘98 more than 
I finally did, particularly as a movie in gen- 
eral; the build-up sequences are well han- 
dled, but they really don’t pay off with the 
massive trashing of New York City that I 
would have liked and expected. David 
Arnold’s main title score is excellent, specifi- 
cally his low brass motif based on the rhythm 
of the word “Gojira,” and it complements 
well the classy visuals that set up the scenario 
of mankind abusing the beasts with whom 
we share this planet (the iguanas seem like 
accusatory witnesses to Man’s nuclear mis- 
deeds). Unfortunately, a majority of the rest 
of the music is buried under sound effects. 

For me, the real problem with this film is 
the human actors who kept sapping the 
strengths of the whole product (except for 
Jean Reno and Hank Azaria). This can be 
blamed on the screenwriting; the main char- 
acters didn't really engage my sympathy and 
since none died, they never really seemed in 
much danger, thus no tension was generated. 

Americanizing Godzilla (making him an 
animal rather than walking nuclear death) 
was expected, especially since this film really 
went back to the progenitor of giant reptile 
films, The Beast from 20.000 Fathoms, even 
as far as to include a French 
flavor to the proceedings (recall 
the French-speaking Dr. Nesbitt 
from Beast). It really reminded 
me of the approach taken with 
Hammer’s Horror of Dracula, 
as opposed to the Universal 
original, wherein the Count’s 
supernatural powers were di- 
minished, but his athleticism 
was magnified in an attempt to 
make him more believable for 
contemporary audiences. 

Tatopoulos’ designs won me 
over, though I initially hated the 
first Fruit of the Loom designs 
when they were leaked to the 
Internet. The detailing of 
Godzilla is amazing and beauti- 
ful, though I would have made 
him stockier, made his fin array 
larger, and made certain that his 
fire breath was used regularly. 
This could be easily done if 
they were to give the new 



"Ha ha! Didn't you know that the Williamsburg Bridge would have been a 
lot quicker? You guys can’t really be from New York!" 
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Godzilla the electrical discharge abilities that 
is seen in some eels and other real-life crea- 
tures. This electricity could ignite the 
methane power breath; just picture the beast 
preparing for a blast as eletricity crackles and 
arcs along his backplates in a wave, finally 
converging around his head as he exhales, 
igniting the breath into a wall of flame. 
While the Babyzilla scene was too clearly 
based on the Jurassic Park Raptor sequences, 
I liked the design of these creatures as well, 
leagues beyond anything that Toho has done 
when creating Godzilla's offspring. 

I liked, too, that this Godzilla seemed to 
be a learning animal, although 1 would have 
liked him to have learned sooner that 
mankind was an enemy who lived in New 
York’s buildings and to have seen him go on 
a rampage to wipe out people, not simply 
chase a taxi cab bearing the handful of folks 
who appeared to be responsible for the death 
of the progeny. He treated buildings simply 
like rocks and mountains, passing by or over 
them; I’d prefer that he smash them! 

There has been much chronicling of the 
flaws in this film, but I think the special 
effects were quite extraordinary, giving us 
the first truly convincing kaiju as he inter- 
acted with the city architecture, vehicles and 
people. The moving camera shots which 
included Godzilla were brilliantly done, 
though not every effects shot was of exem- 
plary execution. 1 think there should have 
been more full-body shots of Godzilla; seeing 
him rise from the river from a little distance 
would have been magnificent, as well as 
seeing him crash through the old Pan Am 
building (rather than just showing us the hole 
afterward). 1 think they ended up wasting 
money and time on effects techniques that 
didn’t pan out: the giant mechanical Godzilla 
(which is seen briefly shaking the fish truck 
in its mouth), the whole motion capture for 
the CGI which was dropped, etc. These 
things were explorations and dead ends that 



“No comment. ” 


- Kenpachiro Satsuma, actor who 
portrayed Godzilla from 1984 to 1995 

prevented time and money being spent on 
what does work. This should be corrected in a 
sequel; they now know how to do convincing 
kaiju effects, so they can go for what will 
work and expand that envelope. 

I enjoyed the film despite the flaws (I have 
seen it three times), but would like to see this 
new animal form of Godzilla in a better film, 
played off against a worthy kaiju adversary (a 
reborn King Ghidora would do nicely, some- 
thing I’ve wanted to see ever since I saw 
Dragonslayer). The cartoon series looks to be 
promising. And 1 want to see what impact this 
will have on Toho; can they find an approach 
to revive Godzilla that will be fresh, but still 
true to their darker, original Godzilla tradition 
which influenced the Heisei series? All that I 
can say is that more Godzilla is far better than 
nothing new happening and it gives us plenty 
to debate as well! 

America Ruins Another Japanese 
Icon 

Review by Lenell “Ultra” Bridges 

Since 1993, when it was first announced 
that an American film company would pro- 
duce a Godzilla film, fans had hoped that the 


movie would expand the genre of Japanese 
sci-fi & fantasy with the general public. The 
wait is now over and the first "American” 
Godzilla film has been released. In the be- 
ginning, I was against this film because of 
past memories of American companies hack- 
ing up popular Japanese icons as evidenced 
by the dreaded Power Rangers. Big Bad 
Beetle Borgs, Masked Rider and the dull, 
slow-moving Ultraman: The Ultimate Hero. 
However, I decided to wait to see the film 
and give it a chance before I passed any 
judgment on it. As the old saying goes, 
“Look first before you decide." 

Well, after seeing it, I can now say that 
TriStar Pictures, Centropolis and especially 
Roland Emmerich and Dean Devlin, the two 
men behind this film, have failed in their 
efforts. TriStar’s Godzilla was a big disap- 
pointment to this fan. It’s filled with so many 
flaws that it’s not even a good monster film. 
Godzilla has had a very powerful legacy for 
over 44 years which has worked very well for 
him and for his fans. So how do you screw 
that up and betray a legacy? By spending 
over ISO million dollars on advertising and 
slick special effects and forgetting to invest 
any money in a good script or respect and 
listen to the fans, that’s how! On a scale of 
one to ten stars, I give TriStar’s Godzilla a 
rating of one star. This film is in my opinion 
the worst bastardization of any Japanese icon 
that 1 have ever seen. Fans have waited five 
agonizing years for this film, but have simply 
gotten the short end of the stick! 

For starters, the movie had an assembly of 
good and bad cast members. Matthew Brod- 
erick had some of the worst lines ever and 
didn’t seem to connect with the audience at 
all, especially when he was performing stupid 
tasks that didn’t make any sense, like buying 
a whole stock of home pregnancy test kits on 
a whim. He seemed to be sorely miscast. 
Maria Patillo also gets a “thumbs down.” 
Not being the greatest actress to begin with, 
in my opinion, her character comes off as 


The TriStar Godzilla Film: 
A box office success? 

by Jim Cleveland 

The TriStar Godzilla film’s stint in U.S. 
theaters is coming to a close. At this junc- 
ture, we can begin to intelligently analyze the 
movie’s performance at the box office. So 
far, the film has grossed far more dollars than 
any Godzilla film in history. At the end of 
the first weekend in August, the beast had 
gobbled up SI 35 million at the American box 
office and just over $100 million in the inter- 
national market. The film appears to be on a 


pace to finish near the $260-270 million dollar 
mark in gross receipts, as the majority of 
additional earnings will be realized from for- 
eign box offices 

Taken at face value, Godzilla appears to be 
a solid box office success! Is it really? How 
much profit will the studio actually see from 
the theatrical release? Is this movie a box- 
office winner? Let’s look at some of the 
numbers more closely and we may find the 
answer. 

One way of evaluating the success of a film 
is in its staying power at the box office. Can it 
make money steadily over a period of time? 
Obviously, the first week of any major film 
release will most likely be the best week fi- 


nancially. With Godzilla ‘98, this is absurdly 
true. The movie made $74 million during its 
first week in U.S. theaters, a figure that repre- 
sents fully 55% of the movie’s domestic 
gross to date. Not only that, but in both 
domestic and international markets, Godzilla 
has typically lost revenue at a rate of 50% or 
higher per week. In Japan, for example, the 
movie dropped more than 70% in attendance 
in the second week. 

What do these numbers tell us? Essen- 
tially, Godzilla brings ‘cm in, but can’t hold 
onto ‘em! The movie suffers chronically and 
in virtually every location from a dearth of 
repeat business. Simply put, Godzilla’s the- 
atrical run will most likely be over before 
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movies like Los/ in Space, which began its 
stint weeks before the TriStar film. 

But even if the movie is fading fast at 
theaters, the S270 million gross will still 
make money for Sony, right? Maybe. It 
depends on which numbers you believe. 
First, how much of that $270 million actually 
goes to Sony? In March of 1998, it was 
reported that Sony was demanding an un- 
heard of 80/70% deal on ticket revenues for 
Godzilla. Sony wanted 80% of the revenues 
for the first week of release, then 70% for the 
weeks following. Theater owners rejected 
this unrealistic demand and according to 
Sony, the actual figures were “somewhere in 
the middle.” So let’s assume that Sony col- 


lectcd on average 60% from each dollar of 
ticket sales for Godzilla ‘98. So, do we use 
$270 million as the starting figure? Unfortu- 
nately, the answer is no. 

As part of the deal to obtain the rights to 
Godzilla from Toho Studios in Japan, Sony 
agreed to let Toho keep all revenues from 
screenings in Japan. Now, as 1 had said 
before, Godzilla faded even faster in Japan 
than in the US dropping 70+% after the first 
week. Still, the movie made over $10 million 
in its first two weeks in Japan. Even at a 
conservative estimate, we should still subtract 
$15 million from the gross revenue of $270 
million. This debit should account for Toho’s 
piece of the pie. 


Now, if we take 60% of $255 million, 
Sony collects $153 million dollars in gross 
revenues for Godzilla ‘98. Still, a tidy sum 
indeed... until we begin to subtract Sony’s 
overhead, that is. A number of figures for 
the movie’s cost have been suggested in the 
media; one of the more common figures that 
I have seen is $120 million. Still, that does 
not include the cost of marketing the film, for 
which 1 have read estimates ranging from 
$35-$60 million. Let’s take a conservative 
figure: $40 million in overhead for market- 
ing. This brings the total production cost for 
Godzilla to $160 million. $153 million in 
gross revenue less SI 60 million in production 
costs already leaves the film $7 million in the 


stantly raining with no changes whatsoever in 
the weather. 

The musical soundtrack to the film was 
decent, but it was a distinct combination of 
ET.-Iike melodics, with some rock ‘n’ roll 
thrown in during the end credits. There were 
some nice symphonic tracks, especially dur- 
ing military scenes and the Apache chopper 
battle against “Deanzilla.” 

The special effects in the film are nice, 
especially the scenes of destruction and peo- 
ple fleeing. Emmerich and the SFX team did 
do a very good job with the CGI sequences, 
which were very well-blended. However, if 
they had had the “real” Godzilla in the film, 
the effects would've gone up to excellent. 
Sadly, as we can all see, the “real” Big G is 
nowhere to be found. Instead, there is a 
"dinosaur” with strange plate-like 
fins on his back that walks upright 
like the T-Rex in the first Jurassic 
Park movie. This is the fatal flaw 
of the entire film and the worst 
possible insult to the legend of 
Godzilla. Devlin and Emmerich no 
doubt didn't want the “cheesy, lum- 
bering” Godzilla, with whom peo- 
ple are most familiar since his birth 
in 1954, in their film. Instead, 
they’ve created their “own” sup- 
posed version of Godzilla for the 
1990s. 

Even if this new Godzilla looks 
more like a dinosaur than a mon- 
ster, there are scenes in the film that 
had me and the audience cheering 
him on. Especially after outrunning 
and escaping the Apache choppers, 
the pilots of the choppers think they 
have finished him off when the di- 
nosaur suddenly bushwhacks them 
from behind and takes his revenge! 
Another good scene is when the 
dinosaur makes a giant leap over a 
military blockade and escapes into 
the Hudson River. This scene is 


silly and weak, especially when she lets her 
boss. Caiman, completely take advantage of 
her. Only at the very end of the film does her 
character ever stand up to him and by that 
time, you don’t really care anymore. Of the 
entire cast, only Hank Azaria as the gung-ho 
TV cameraman “Animal" and Jean Reno as 
the cool French spy impersonating an insur- 
ance man manage to deliver any decent acting 
and some of the better lines of dialogue. 
Reno, in my opinion, saves the film from 
being a total wipeout because he takes his 
role very seriously. However, for all the sore 
points I have with the casting, there are two 
supporting cast members who I think were 
put into the movie mainly because Mr. Em- 
merich and Mr. Devlin are not very fond of 
movie critics Roger Ebert and Gene Siskcl 


(both of whom gave their ID4 a thumbs down 
review). 

The story is certainly right out of many old, 
1950s B-movies (most of which I highly love!) 
To begin with, Dev-lin and Emmerich should 
have stuck to the original script that was writ- 
ten for the first director, Jan DeBont. Instead 
we are treated to a confusing mess of a story 
which has no plot and drops the entire movie 
like a rock. People could no doubt tell that the 
whole story was a rip-off of over a dozen past 
and present popular films, especially The 
Beast From 20,000 Fathoms, King Kong, 
Jurassic Park and 20 Million Miles to Earth, 
just to name a few. Put all of this together and 
it comes out as a dry and dead story that 
doesn’t move or flow and is very, very boring. 
Plus, throughout the entire film, it is con- 
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one of the only fine points in the film, and 
when the Navy submarines ultimately engage 
the dinosaur, the scene is very suspenscful. 
The dinosaur swimming with grace and 
sheath is a new idea that had never been done 
in the old G-series. Devlin and Emmerich at 
least get my vote only on this point. 

They do not, however, get my vote on the 
“babyzillas.” This part of the story is surely 
taken right out of the Velociraptor scene in 
Jurassic Park and was a total waste of time, 
money and film. 

In the final conclusion, TriStar’s Godzilla 
is a giant, painful step backwards for the 
Japanese sci-fi genre. While I must admit 
that it has made the general public much 
more aware of the genre (as in more merchan- 
dise in the U.S. market, for example), I know 
that the film could have done so much more 
if the character had been handled with total 
respect. Emmerich, Devlin, TriStar, the fans 
and of course, our icon, Godzilla, had a 
golden opportunity here and it was sorely 
missed. Why would TriStar spend over $10 
million per year to obtain the rights for 
Godzilla from Toho, $150 million on produc- 
tion and another $160 million on a brilliant 
marketing campaign to produce something as 
bad as this? And now they are thinking about 
doing a sequel. If it will be anything like this 
first, horridly bad movie, then it will not be 
worth wasting our hard-earned money to go 
to the theater to see it. Out of all the negative 
hype that Godzilla is getting from both the 
critics and the fans, the people who made the 
film should have learned by now that if they 
do a sequel, they had better produce a prod- 
uct that will please the FANS. By this 
method, Emmerich, Devlin, Ccntropolis and 
TriStar would then be hearing the praises and 
cheers of the fans rather than listening to their 
boos and complaints. Far better than the 
quote by Dean Devlin to this reviewer that 
‘‘Our movie did what it was supposed to 
do. We’re all happy about it. If you don’t 
like that, to hell with you.” 


red. 

However, the expense tally is still not 
complete. In addition to the revenue from 
Japanese ticket sales, Toho also collects fixed 
royalties from Sony for the use of Godzilla. 
My understanding is that there was an initial 
payment, then fixed annual payments for 
each year that Sony retains the rights to use 
Godzilla. How large are these payments? I 
do not know for certain, but the total may 
amount to more than $25 million dollars. 
Adding these costs into the equation (it is 
possible they are included in the production 
costs; no one outside of Sony knows for 
certain), the total deficit for Godzilla now 
becomes $32 million dollars. Amazing how 


Godzilla In Name Only 

Review by Rick Martin 

In a nutshell, Godzilla was not a bad kaiju 
movie, but it was not a Godzilla film. A 
“revisionist view” or not, they only used the 
name Godzilla for its drawing power. The 
monsters were interesting looking, but were 
definitely based upon someone watching 
Jurassic Park a little bit too much. Godzilla 
itself looked like a cross between a Jesus 
Lizard (a Walter Walker) and an iguana with 
pseudo-Godzilla fins added to his back, look- 
ing more like one of those lizards with frills 
and fins glued onto it, as seen in Irwin Allen’s 
The Lost World. The monster does breathe 
fire (unlike Godzilla who breathes radiation) 
in a few scenes, but he also runs from his 
enemies. Sony probably wanted a tennis shoe 
tie-in: “See kids, you can run as fast as 
Godzilla with your new G-Jordans!" 

The human actors were rather good, with 
the excellent Jean Reno (Leon in The Profes- 
sional) outshining even Godzilla himself. 
There are a few plot holes and danglers, re- 
vealing that the film was probably cut just 
before release in order to make it shorter than 
214 hours. The plot and back story were more 
interesting than I would have expected after 
seeing Independence Day (give me Mars At- 
tacks!, War of the Worlds and Earth vs. the 
Flying Saucers anyday). 

There was a nice dedication to Tomoyuki 
Tanaka (the original Godzilla’s co-creator) at 
the end of the film and they did give out some 
cool Godzilla film cell reproductions at the 
premiere screenings. I’d have to say that I’d 
give it a 9 out of 10 rating as a kaiju film, but 
only a 3 out of 10 as a “Godzilla” film. Why 
bother to use the name “Godzilla” if the 
majesty of the monster itself is removed? The 
answer is LICENSING and NAME RECOG- 
NITION, the only two reasons for major stu- 
dios to release a “Summer Film.” 


$270 million in gross ticket sales can still 
translate into such a substantial loss. 

However, Sony will most likely STILL 
make a substantial profit on this film. How? 
The necessary money results from revenue 
generated by merchandising rights, television 
rights and home video sales. Taco Bell, Ko- 
dak, Hershey and numerous other companies 
paid huge sums for the merchandising rights 
to Godzilla ‘98; Kodak alone reportedly paid 
$60 million for the rights to product tie-ins. In 
addition, NBC contributed greater than $30 
million dollars for the right to televise 
Godzilla. And don’t forget the millions from 
video sales this fall — all additional revenues 
that will quickly offset the $32 million deficit. 


NAME DOES MATTER 

As a Godzilla movie, it's even worse than 
Godzilla vs. Megalon. But as a movie itself, 
it 's a bit better than The Lost World. So, it 's 
really a tale about a giant iguana and not 
Godzilla. 

- Yoshihiko Shibata 

The movie's biggest flaw was the arro- 
gance of Dean Devlin, although to dismiss 
the entire movie with a simple "It sucks" is 
just as arrogant. The special effects work 
was an admirable blend of suitmation, CGI 
and good old-fashioned miniatures. The 
more I contemplate the movie, the more / 
appreciate it. 

-Jim Walsh 

/ like it, but the title is a big problem. It 
should be called Alligator and not Godzilla 
The special effects computer graphics are 
very nice. But it ' s not a serious movie; the 
story is funny, almost dream-like. For me, 
it 's not a realistic movie, and maybe I will 
never see this film again. 

- Shigeko Kojima 

The main problem with TriStar's Godzilla 
is that neither TriStar nor Centropolis were 
interested in listening to what audiences 
wanted to see, only in telling them what they 
wanted to see. 

- Jim Cirronella 

It is not Godzilla. My hope is that they 
change the name from Godzilla to Igua- 
nadon. I can not comment on how Japanese 
audiences will react to this film. 

- Koichi Yaguchi 


So the movie will ultimately make a profit 
and Sony will recoup their big investment 
and then some. However, will future Ameri- 
can Godzilla movies be profitable, too? Back 
in June, Sony announced plans for a sequel. 
The harsh reality of Godzilla's performance 
may cause them to reconsider. 

Can the sequel to Godzilla ‘98 gross $270 
million? Will just as many companies be 
willing to pay so much for the merchandising 
rights? Can a sequel with Centropolis at the 
helm succeed? Is the sequel destined for 
financial failure? The future will tell. 

Please send e-mail comments to 

Jim Cleveland at Clevanator@aol.com 
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I AN AMERICAN LIZARD IN TOKYO \ 




mister porun, 


marketed including some pretty goofy tie-ins 
that may leave one wondering, “What were 
they thinking?" 

Mister Donut in Japan sported one such 
tie-in promotion with more levels to it than 
King Ghidora has heads. First, there was the 
scratch game: with each purchase, you would 
receive a game piece to scratch off and gain 
points. Collect enough points and you could 
win prizes featuring a car- 
toony Godzilla, which 
sounds neat although the 


prizes being given away (various picnic acces- 
sories like a thermos, sandwich basket and 
mini-bag) seemed hardly worth the trouble. 
Next, if you bought a super-size soft drink in a 
special Godzilla squeeze bottle (which actu- 
ally looks more like an oxygen tank), you 
would have your choice of any one of five 
“Godzilla” pins, although you'd be lucky if 
you could actually find Godzilla on any,, of 
them. Of course, Godzilla promotional adver- 


those little balls if you even want a fighting 
chance at getting the complete set of cards 
(although it sure beats the cards available 
vending machines which sometimes take 
iur money and fail to deposit the cards). 
V/et the most bizarre promotional tic 
has jp be the lending of Godzilla's name to 
loto Condoms (“since 1934”) to mar- 
brand of birth control products. One 
-must|jvonder how much those will go for 
the couector’s market. 


by Jim Cirronella 

During the weeks that any Godzilla film is 
released theatrically in Japan, tons of tie-in 
products, from toys to t-shirts, will flood the 
retail store shelves. Tri-Star’s Godzilla was 
certainly no exception in this area; in fact, 
since the film was intended for mainstream 
audiences, a much wider range of items were 


tising abounded all over Mister Donut bags, 
signs, posters and donut boxes, so much so 
that it almost seemed more desirable to col- 
lect any number of these items than the actual 
“giveaway” items themselves. (The graphic 
at the bottom of this page, for example, is 
Mister Donuts' take on the ubiquitous Tri- 
Star Godzilla eye logo.) 

Supermarkets were offering any number 
of food tie-in products, too, with G-graphics 
prominently pasted onto them. Godzilla 
Choco-Snack by Meiji is one example: a 
puffed rice chocolate cereal snack which is 
curiously similar to the puffed rice chocolate 
cereal snacks that the company has always 
been producing, minus the G-name. 

Now to actually get a collectible item with 
your snack, you’d have to buy Kabaya’s 
Godzilla Card Collection and you'd get a 
cool hologram Godzilla card packaged with 
little chocolate balls that you can eat. Of 
course, you’ll have to eat at least 30 boxes of 
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Although a lot of kaiju fans may not realize 
it, Godzilla, Gamera and Ultraman arc not the 
only famous Japanese sci-fi icons. Toci Pro- 
ductions started a wave in the early 70s known 
as the second “kaiju boom” (later known as the 
"henshin boom"). The first kaiju boom in- 
cluded movies and television series such as 
Godzilla, Ultra Q, Ultraman and Magma 
Taishi (a.k.a. Space Giants in the US). In 
1971, Toei released Kamen Rider, the first of 
their Henshin Super Heroes ( kamen is 
Japanese for masked, while henshin is 
Japanese for transforming). At that time, giant 
heroes and monsters reigned supreme among 
children, yet Toei took a different approach 
and created a human-size hero who would 
inspire the countless tele-series that followed. 

The Evolution of a Hero 

Like Ultraman, the character of Kamen 
Rider would go through many changes during 
the process of creation until the final draft was 
complete. Toei had ideas of producing a new 
children's TV series in 1969. Producer Tohru 
Hirayama and script writers Shouzo Uehara, 
Masaru Igami and Shinichi Ichikawa, along 
with the Toei staff and Mainichi Houso Net- 
work, came up with the main idea for a new 
hero. In 1970, the first idea was scripted, a 
character known as Maskman K. This hero 
would have no super human ability, just a 
costume and advanced martial arts training. 


Maskman K would have been along the same 
lines as Toei's earlier TV installments, Gekko 
Kamen ( Moonlight Mask, 1958) and Nanairo 
Kamen (Rainbow Mask, 1959), battling regu- 
lar villains. In this case, the enemy would be 
the economic terrorists called Shocker. 

The next idea would be called Masked 
Angel in which a hero is juiced up with 
300,000 volts of electricity and gains super 
powers. Masked Angel would battle the mon- 
ster assassins that terrorize the children of a 
dead professor. This same idea was first 
retitled as Cross Fire and then, as Cross 
Mask. A man named Takeshi Hongou 
(which would also be the name of Ka- 
mcn Rider’s alter ego in the final draft) 
became the masked hero dressed in mo- 
torcycle garb with a cross on his helmet. 

Cross Mask would battle Kumo-Otoko 
(Japanese for spider-man — a monster, 
not the Marvel Comics donk). The title 
of the show would change once again to 
Mask Rider X and the hero would make 
a living as an El Santo-type masked 
wrestler known as Mister X. 

In 1971, Toci went to comic artist 
Shotaro Ishinomori who had designed a 
character called Skull Man. The charac- 
ter appeared in Shonen Magazine (which 
is still published today) as a 100-page 
comic story. Ishinomori fooled around 
with the Skull Man character design and 
it became more grasshopper-like. The 


character was once again renamed as Kamen 
Rider Hopper King, the design was approved 
and filming began. The first episode aired on 
April 3rd, 1971 entitled The Strange Spider 
Man. The “Hopper King" aspect of the title 
was dropped and Kamen Rider was bom. 

Kamen Rider (1971-73) 

The first episode of Kamen Rider begins 
with biologist Takeshi Hongou, who also races 
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motorcycles, out on a practice run with in- 
structor, Tobe Tachibana (played by the late 
Akigi Kobayashi, who also starred as Captain 
Muramatsu in Ultraman). Takeshi is kid- 
napped by the Shocker monster, Kumo-Otoko. 
Shocker performs an operation on Takeshi, 
making him a cyborg/grasshopper hybrid. 
Takeshi’s school professor, Dr. Midorikawa, 
arrives to help him escape before he is able to 
be brainwashed to do Shocker's bidding. 

Once on the outside, the two are attacked 
by Shocker’s henchmen and Takeshi’s newly- 
heightened abilities kick in. The Typhoon 
Hcnshin Belt, which was part of Shocker’s 
experiment, activates and Takeshi transforms 
into the kaizo ningen (reconstructed human), 
Kamen Rider. His motorcycle transforms, as 
well, becoming the super-powered Cyclone. 
In early episodes, Takeshi needed his motor- 
cycle to change, but later on, he would per- 
form a “hcnshin pose” by moving his arms in 
the air to become Kamen Rider. His powers 
included variations of the Rider Punch and 
Rider Kick, which caused his opponents to 
explode when hit. Rider confronts Kumo- 
Otoko in an action-packed battle with 
Shocker’s henchmen being beat to a pulp. 
Kamen Rider kills his spider opponent and 
realizes he can never rest until Shocker is 
destroyed. 

In episode 13, Takeshi leaves Japan to 
check on other Shocker doings in the world. 
In actuality, actor Hiroshi Fujioka, was injured 
from stunts. A second Rider, Kamen Rider 
Ni-go (number 2), who looked just like the 
’first, was introduced. Hayato Ichimonji 


Kamen Rider #2 



(played by Takeshi Sasaki) would take on the 
roll of hero for awhile, later to be joined in 
battle with Kamen Rider Ichi-go (number I). 
(Editor's note : In Japan, both characters are 
frequently identified by their respective alter 
egos as Hongou- Rider and Ichimonji-Rider.) 
Over the course of two years, the two heroes 
battled Shocker’s various monsters and gener- 


als throughout the series’ 98 episodes, proving 
the show to be a major hit. Of course, many 
sequels were spawned because of this, as well 
as human-sized super hero clones to fulfill the 
fans’ thirst for this new genre. 

Before a new Kamen Rider series was 
started, Toei released three new Hcnshin Hero 
series between 1972 and 1973. The first was 
Cliojin Barom I (Superman Barom I, 1972) in 
which two boys, ' Kentaru Shiratori and 
Takeshi Kido, join together using a henshin 
pose called the Barom Cross in order to be- 
come a unified hero. Barom 1 battled the evil 
agent demon, Doruge, whose monsters mostly 
resembled body parts. The second series re- 
leased was Henshin Ninja Arashi ( 1 972-73), in 
which a ninja named Hayate has the ability to 
become the bird-like hero, Arashi, in order to 
battle against the Blood Organization. The 
third series, Jinzo Ningen Kikaider (Android 
Kikaider, 1972-73), was a big hit in Japan and 
Hawaii. Each week, a robot man named Jiro 
transformed into battle mode as Kikaider to 
ward off the evil Professor Gil and his destruc- 
tive organization called Dark. From this series 
came Kikaidcr’s arch-enemy Hakaider, who 
ultimately starred in his own movie by director 
Kcita Amemiya (Zeiram, Moon of Tao ) in 
1995. Both Henshin Ninja Arashi and 
Kikaider were created by Shotaro Ishinomori. 

Kamen Rider V3 (1973) 

This now brings us to February 1973, when 
Toei brought us the most popular of Riders, 
Kamen Rider Vi. The story begins with the 
arrival of a new evil organization called De- 
stron who randomly murders the family of a 
young man, Shirou Kazami. Shirou (played 
by Hiroshi Miyauchi of Goranger, Zubat and 
Oliranger fame) vows revenge. He asks 
Takeshi and Hayato to change him into a 
cyborg to avenge the death of his family mem- 
bers. It’s not until Shirou is hurt saving Rider 
1 and Rider 2 from a Dcstron trap that the two 
heroes agree to go along with his wishes. 



They operate on Shirou, giving him cyborg 
powers and a Double Typhoon Hcnshin Belt, 
thus enabling him to become Kamen Rider 
V3. V3 performs variations of the Rider 
Punch and Rider Kick; he also has a motorcy- 
cle called Hurricane to aid him, as well as 
other devices like the V3 Hopper, which en- 
ables him to shoot a capsule into the sky and 
see enemies that are miles away. 

Later in the scries, a fourth rider is also 
born from a scientist named Jouji Yuuki 
(played by Atatsuki Yamaguchi). Destron 
turns on Jouji, who is tricked into working for 
them, and bums his arm in a highly-corrosive 


Riderntan 



acid. Fellow scientists save Jouji and perform 
an operation that leaves him with a cybernetic 
right arm. Using this super-powered arm and 
various attachments, Jouji becomes Riderman. 
Riderman aids V3 until he is killed saving the 
city from a proton missile, although he myste- 
riously returns in a later Kamen Rider series. 
V3 ran for 5 1 episodes, proving to be widely 
successful. For a good taste of the traditional 
Kamen Rider scries, I recommend that first- 
time viewers check this scries out, as it boasts 
some very cool monster designs and a heavily 
dramatic atmosphere. 

Before the next Rider series, Toei released 
three more hero-orientated programs. The first 
was Robot Keiji (Robot Detective , 1973), in 
which a non-transforming hero, a robot detec- 
tive named K, battles crime on the high-tech 
level; K opposed the robotic crime forces of 
BAD. The second series, Kikaider 01 (1973- 
74), is a direct sequel to the original Kikaider. 
This time, robot man Ichiro transforms into 
Kikaider 01 to battle the new evil organiza- 
tion, Shadow, and an army of Hakaiders. The 
third series, fnazuman (Lightning Man, 1973- 
74), has Goru Watari transforming through 
two different stages to ultimately become a 
moth-like hero. First, he changes to 
Sanagi(/7upa)man and then, into the fully- 
developed and energized form of Inazuman. 
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Inazuman first battled the Phantom Gundan 
( gundan means military organization) and 
later on, the Deathper Gundan, at which point 
the series’ title became Inazuman Flash. Once 
again, all three tele-series were created by 
Shotaro Ishinomori. 

Kamen Rider X (1974) 

1974 brings us to Kamen Rider X. 
Oceanographer Keisuke Jin (played by Ryu 
Hayama) becomes a Kaizorg soldier with the 


help of his father; he does this in order to 
battle the New World menace, GOD 
(Government of Darkness). Keisuke trans- 
forms into Kamen Rider X with his hcnshin 
belt called Raidlc; he yells, “Set Up!" and his 
mask actually assembles piecc-by-piece. X- 
Ridcr had a motorcycle as well, called Cruiser, 
sporting large propellers in order to gain hang 
time during jumps. The GOD monsters were 
based on mythological characters like Her- 
cules, Atlas and Medusa, but in a mutated 
form. X-Ridcr also had an arch-rival called 
Aporogeist who got in his hair often. While 
the X Rider character design was somewhat 
weak, the show itself was still fun. 

Kamen Rider Amazon (1974-75) 

As one of the most memorable of all Rider 
designs, I974’s Kamen Rider Amazon took a 
big turn for originality. When a jungle village 
is attacked by the ten-faced demon, Gorugos, 
of the new evil menace, Gcdon, an old witch 


doctor named Bago acts quickly. Gedon is 
after the all-powerful Gi-Gi brace to combine 
with their Ga-Ga brace, which would become 
a deadly weapon if fallen into the wrong 
hands. Bago gives the power of the Gi-Gi 
brace to a young man named Daisukc Ya- 
mamoto (played by Torn Okazaki); a modern- 
day Tarzan of sorts, Yamamoto was raised by 
a tribe and called Amazon after he was found 
near a crashed plane. Amazon wears the brace 
on his left bicep and has a henshin belt called 
Condora, which enables him to become Ka- 
mcn Rider Amazon. 

Amazon was not based on a grasshopper 
like his predecessors; instead, he was a ko- 
modo dragon or large lizard, for which he was 
almost named "Dragon Rider” during the 
show’s scripting. Amazon’s odd-shaped head 
and camouflage coloring make his design very 
attractive. Amazon meets Tobc Tachibana 
who makes him a motorcycle called Jungular. 
This series would have parental groups in 
America going nuts due to the high content of 
violence and gore, as Amazon actually dis- 
members his foes. This Rider show stands on 
top for just its fight scenes alone. 

Kamen Rider Stonger (1975) 


Stronger must battle yet another new evil orga- 
nization, Black Satan. Later in the series, 
Stronger gets a Rider chick for a pal; Yuriko 
Misaki becomes the ladybug hero named 
Tackle, who is eventually killed by Doctor 
Kcito and thankfully, never returns in another 
Rider series. 

(New) Kamen Rider (1979-80) 

After a couple years’ rest from television 
screens, Kamen Rider returned in 1979. Al- 
though the show was titled Kamen Rider, the 
hero was referred to as Sky Rider. A sort of 


revamp of the original series, Hirushi Tsukuge 
(played by Hiroaki Murakami) is captured by 
Neo-Shocker and transformed into the new 
bug-headed hero. Sky Rider's Tornado Hen- 
shin Belt puts a new twist into the Rider lore 
and enables him to fly during a very lousy 
special effects sequence; Sky Rider should 
have stayed grounded. Sky Rider’s motorcy- 
cle, the Sky Turbo, is quite an improvement, 
especially when compared to Stranger's junk- 
yard special. The Neo-Shocker monsters are a 
great improvement as well, boasting solid de- 
signs and well-constructed suits. The Sky 
Rider scries had several surprise guest appear- 
ances by past Riders which make this install- 
ment worth seeing. 


Kamen Rider Super 1 (1980-81) 


The same year that Toei introduced Hi- 
mitsu Sentai Goranger ( Secret Task Force 
Goranger, 1975-77), the first installment of 
the now-popular Super Sentai tele-series, 1975 
brought us Kamen Rider Stronger in which 
Shigeru Jyo (played by Shigeru Araki) is 
dynamo-powered by scientists to become the 
kabutomushi(horned bectle)-styled Kamen 
Rider Stronger. Shigeru activates his Elcctra 
Henshin Belt by sparking his hands together 
during his henshin pose. Stronger can release 
powerful charges of electricity, similar to a 
real species of beetle that can ward off enemies 
with a small amount of electricity. He also has 
a motorcycle called Kabutoro, which is really 
cheap-looking compared to the earlier Riders. 


(New) Kamen Rider did' well enough to 
spawn a follow-up series in 1980 called Ka- 
men Rider Super I. This time, NASA scientist 
Kazuya Oki (played by Shunsuke Takasugi) 
becomes the next incarnation of Kamen Rider; 
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the Super 1 suit was originally designed for 
space travel, but ends up being used for our 
hero’s purposes instead. Kamcn Rider Super 1 
is here to battle off the new evil society of 
Dogma. Super I is equipped with the Mccha 
Hand, which has five variations: Super Hand, 
Electric Hand, Power Hand, Rei Netsu (Cold 
Hot) Hand and Radar Hand, all of which are 
used for defense against Dogma monsters. Su- 
per 1 also has two motorcycles: V-Jct and a 
motor cross-type Blue Version. 

The series was cool at the beginning, but 
later on went down hill depending on your 
sense of humor, as the monsters began to look 
like Scntai monsters, taking on the appearance 
of household objects: soap, bug repellent, bas- 
ketballs, refrigerators, etc. This more or less 
demonstrated that the Rider scries was grasp- 
ing for new ideas. 

Kamen Rider ZX 

Kamen Rider ZX (pronounced Z-Cross) 
was introduced in a 1984 1-hour TV special 
called 10-Go Tanjou! Kamen Raida Zenin 
Shfyuu Go'.! ( Number 10’s Birth! Kamen Rider 
All Members Together!!) Evil has arrived 
once more in the form of a new organization 
called the Badan Empire. A pilot, Riyou 



Murasame (played by Shun Sugata), becomes 
Badan’s Perfect Cyborg, but is angered by 
what they have done to his body. With his 
motorcycle, the Hell Diver, Kamen Rider ZX 
vows to destroy the new menace. He is also 
assisted by all of the previous Riders. 

Various Japanese Kamcn Rider encyclope- 
dias list fourteen episodes that ultimately 
never saw the light of day. At the time of this 
special program’s airings Toci’s Uchu Kciji 
(Space Sheriff) series was at its peak and my 
guess is that Kamen Rider may have been 
considered too old-fashioned to continue dur- 
ing this “metal hero boom.” It’s a shame 
because production shots depict several Rider 
team-ups and some outlandish monster de- 
signs. 

Kamen Rider Black (1987-88) 

1987 saw one of the best Japanese sci-fi 
television series ever produced. Kamen Rider 



Black is a product of excellent writing, chore- 
ography and style. The story is about a young 
man named Kotaro Minami (played by Tctsuo 
Kurata) who is captured along with his friend, 
Nobuhiko Akizuki, by the evil Darkness 
United Society of Golgom. The two are cho- 
sen to be the legendary Century Kings and 
each are given the powerful King Stones, 
which arc put into their abdomens to later act 
as henshin belts. Kotaro is to be known as 
Black Sun and Nobuhiko as Shadow Moon. 

Kotaro escapes before his mind is taken 
and announces himself as Kamen Rider Black. 
Rider Black is aided by the living, bio- 
engineered motorcycle, the Battle Hopper, and 
a super cycle called Road Sector. Throughout 
the series, Rider Black battles the Golgom 
mutants, some of which are the best monster 
costumes ever seen in a genre tele-series. 

Eventually, Black must come face-to-face 
with Shadow Moon, who wants to destroy 
Black Sun so that he can take the throne of the 
Eon King and rule the Golgom. Of course, 
Black wins, but this show will leave you with 
a high standard of what you will come to 
expect from a Japanese sci-fi tele-series. I’ve 
yet to see one that matches Kamen Rider Black 
for integrity and drama. 

Kamen Rider Black RX (1988-89) 

The character of Kotaro Minami returned 
in 1988 for a direct sequel to Kamen Rider 
Black. This time, Kotaro is captured by aliens 
known as the Crisis Empire. Hoping to get rid 
of their only threat for the conquest of Earth, 
they hold Kotaro in a cell, but a clunky Crisis 
robot, Chakkuramu, allows him to escape. 
Kotaro is then hurled into the blackness of 
space where energy beams split his King 
Stone, causing it to explode and sending him 
hurling to Earth. Full of solar and cosmic 
energy, Kotaro is transformed into the Child of 
the Sun, Kamen Rider Black RX. 

Destroyed by Shadow Moon in the last 
series, the Battle Hopper mutates into the new 
motorcycle, Acro-Batta (batta means 
25 


grasshopper). Kamen Rider Black 
RX also has a super car with 
mandibles called Rideron. RX’s 
Henshin Belt, the Sun Riser, even 
allows him to pull out a laser blade 
called Ribolcanc. RX also has the 
ability to change into two other 
Rider forms, Robo Rider and Bio 
Rider, due to his emotional state, 
although this becomes less apparent 
later in the scries as he changes to 
either form at will. Acro-Batta 
changes as well to either Roboizer 
(for Robo Rider) or Makkujabber 
(for Bio Rider). Robo Rider’s 
weapon is the Vortech Shooter, 
while Bio Rider’s is the Bio Blade. 
This scries should have waited a 
year to be made so that more time could have 
been spent on scriptwriting, as the episodes 
tend to get a little flaky at times; the return of 



Shadow Moon and all the old Riders makes 
this apparent. All in all, Kamen Rider Black 
RX is very fun and full of hyper-active action. 


Shin Kamen Rider (1992) 

After another hiatus, Kamen Rider returned 
in 1992 with an all-new, organic Guyver-like 
look in a made-for-video movie called Shin 
Kamen Rider: Prologue ( The True Kamen 
Rider: Prologue). Motorcycle racer Shin 
Kazamatsuri (played by Yoshihisa Ishikawa) 
unknowingly becomes part of a demented ex- 
periment by the ISS (Institute of Super Science 
Technology) to create a cyborg soldier. Shin’s 
operation is a success and he becomes a top 
secret weapon, code-named Masked Rider. 

Shin, now a grasshopper-human hybrid, is 
chased by the CIA, as well as by an assassin 
from the evil syndicate that secretly controls 

Continued on page 64 



A Critical Comparison Between the Japanese and American Versions of Toho's Science Fiction & Fantasy Films 



PART V: IUOTHRA 


Toho’s 1961 release, Mothra, was a turning 
point for the company, as well as for the genre 
it represented. As has been written elsewhere, 
its success confirmed kaiju eiga as Toho’s 
most lucrative output and established them as 
the world leader in this type of film. America 
had ceased making these films largely in the 
1950s and the few made in other countries 
came off as aitempts to cash in on Toho’s 
success. 

The release of Motlira also innovated the 
monster genre in Japan by blurring the lines 
between sci-fi and fantasy. While Daikaiju 
Varan (Giant Monster Varan, 1958. US title: 
Varan the Unbelievable , 1962, see Kaijn-Fan 
#8), Uchu Daisenso ( The Great Space War, 
1959. US title: Battle In Outer Space, 1960. 
See Kaiju-Fan #8) and to a lesser degree, 
Gojira no Gyakusliu (Godzilla's Counterat- 
tack, 1955. US title: Gigantis the Fire Mon- 
ster, 1959, see Kaiju-Fan it 6) had gotten away 
from the serious subtext of atomic weapons, 
they were still basically sci-fi films with every- 
thing justified by a scientific explanation no 
matter how implausible. Japanese fantasy 
films up to this point were primarily period 
films and few, such as Nippon Tanjo (The 
Birth of Japan, 1959. US title: The Three 
Treasures. International title: Age of the 
Gods), featured any kind of kaiju. 

Mothra begins much as any other kaiju or 
sci-fi film would: in modem times, shipwreck 
survivors are picked up from an island previ- 
ously subjected to atomic tests. Despite this, 


the survivors aren't radioactive and claim to 
have seen natives living on the island, which 
prompts a scientific expedition. From this 
point, however, the film proceeds to reveal 


strange things which aren’t the result of sci- 
ence or human tampering, yet seemingly defy 
explanation. A similar notion was foreshad- 
owed in the script of Daikaiju Varan, where 


Mothra 

Released July 30, 1961 

Official Running Time: 101 minutes 

Mothra 

Released May 10, 1962 
by Columbia Pictures 
Running Time: 90 minutes 

Available on 

Columbia/Tristar Home Video 

Analysis by Brian R. Culver 
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Unlike the Japanese release poster (opposite page), Columbia's release materials promoted Mothra 
as a typical giant insect-on-the-loose flick rather than the well-crafted science-fiction fantasy film that 
Toho had actually produced. 


the village superstitions concerning the mon- 
ster prove to be more accurate than the scien- 
tific explanations brought forth. 

On the toxically-irradiated Infant Island 
(called Biru Island in US version, even though 
a sign that clearly reads “Infant Island” in 
Japanese is shown on the pier from which the 
expedition embarks for the island), scientists 


discover natives inhabiting a thriving rain for- 
est, their lives apparently untouched by the 
atomic tests partially due to a native plant 
which protects those who consume its juice 
from radioactivity. The eventually-revealed, 
foot-high twin women (hereafter known as the 
Shobijin, played by Emi and Yumi Ito — a pop 
music duo who performed under the name The 
Peanuts) and their gigantic guardian, Mothra, 


aren’t the result of atomic testing, but rather 
are beings who predate the tests and can't be 
rationalized by scientific theory. In fact, other 
than suggesting a link between Infant Island 
and the fabled Pacific Continent (a.k.a. Mu), 
the film offers no attempt to explain the exis- 
tence of these beings. ( Editor's note: Shobijin 
or small beauties is derived from the Japanese 
sho meaning small and bijin meaning beauti- 
ful women.) 

During production, Mothra had been pre- 
sold to Columbia Pictures, who contributed 
financially to the production; the studio dic- 
tated a rewrite to include a more elaborate 
finale than was originally scripted, involving 
Mothra’s attack on the America-like locale of 
Newkirk City, Rolisica. ( Editor's note : Ru- 
mors persist that this scene isn 't in the Rolisi- 
can version of the film due to protests from 
anti-violence activists in that country. At 
press time the Kaiju-Fan staff was unable to 
verify this, primarily because we can ’t find 
Rolisica on any of our maps.). This would be 
the last Toho sci-fi film distributed by 
Columbia, who ultimately produced a shorter 
version of Honda’s film for American audi- 
ences. A comparison of the two versions of 
the film follows, with deletions from the US 
version noted in bold type. 

The opening credits sequences are slightly 
different and are compared below: 

JAPAN ESE V ER SI O N 

• As the music begins, the Toho logo 
appears and fades to black. 

• Fade into the film’s title, displayed in 
front of the first of six different back- 
grounds depicting sections of stone with 
Infant Island hieroglyphics carved into 
them. The light cast onto the stone can 
be seen flickering and changing color 
occasionally. Fade to black. 

• The remainder of the credits, save for 
two, are displayed with the background 
changing four times. 

• Cut to a black screen, which fades into 
the final background over which Eiji 
Tsuburaya and Ishiro Honda’s screen 
credits are displayed consecutively. The 
music ends as the picture fades to black. 

AMERICAN VERSION 

• The Columbia logo appears, then fades to 
black, sans music. 

• Fade into the film’s title, followed by the 
remainder of the credits. As the credits 
play, five of the backgrounds from the 
Japanese version are joined via jump cuts, 
but in a different order (for the record, the 
order is 5,2, 4, 3,6). The light cast onto the 
stone is constant and doesn't change, as 
though the backgrounds were re-shot as 
still frames. The music ends along with 
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the credits as the picture fades to black. 
Curiously, the US credits, although ex- 
tensive, fail to credit Frankie Sakai, Hi- 
roshi Koizumi and Kyoko Kagawa — the 
film’s three lead actors! 

The arrival of the Rolisican delegation is 
slightly shortened. In the Japanese ver- 
sion, the scene begins with a close-up of 
a sign with Japanese writing at the 
airport. Dr. Haradawa (Ken Uehara) and 
Chujo (Hiroshi Koizumi) walk by the 
sign and meet the Rolisicans as they dis- 
embark along with several reporters and 
photographers. From behind this congre- 
gation, Michi (Kyoko Kagawa) and sev- 
eral other reporters get on some sort of 
unseen platform and are then seen tak- 
ing photos of the delegates from over- 
head. As Michi gets down, Tsinchan 
(Frankie Sakai) spots Clark Nelson (Jerry 
Ito, billed as “Jelly” Ito in the US credits) 
and his entourage getting off the plane. 

Following the expedition’s arrival at the 
Infant Island jungle, the US version 
deletes a shot of Tsinchan’s point of 
view as he proceeds through the jungle. 
The first part of the scene that follows 
of Tsinchan appearing from behind fo- 
liage to spy on Nelson is also trimmed. 
These edits suggest that Tsinchan was 
observing Nelson for some time as op- 
posed to sneaking up as is implied in the 
Japanese version. 

Chujo’s encounter of the cave containing 
mutant plants was more involved in the 
Japanese version. Chujo is seen ap- 
proaching a clearing containing the 
opening of a cave. After observing the 
entrance, he goes inside. As he pro- 
ceeds into the cave, he spots the mutant 
plants and comments via an audible 
thought monologue, “Oh... what strange 
plants. Why they're giant, abnormal mu- 
tations of molds. The survivors must 
have drunk the juice of these." Some- 
thing further inside the cave catches 
his attention, which is revealed upon 
his approach to be a large stone that 
has hieroglyphics carved into it. The 
Japanese music cue for this scene has 
been shortened to fit the US edit. 

Responding to his “siren alarm” distress 
signal, the expedition encounters Chujo, 
who reveals that the Shobijin are hiding 
nearby. “It occurred to me somehow last 
night that they’d been attracted in some 
way to the sound of the sirens. That’s the 
reason they were here to rescue me, 1 
guess," Chujo explains. The Shobijin 
begin moving their mouths, but only 
Yuji Koseki’s high-pitched music cue 


(resembling a melodic, insect buzz) is 
heard. Tsinchan exclaims, “It’s a song! 
They’re singing to communicate!” 
Chujo corrects, “They’re not singing — 
it’s how they speak. I’m not sure how 
they’re doing it, but it’s some kind of 
strange language.” In order to obscure 
the need for this dialog, the American 
version lowers the volume of the “song” 
music cue and dubs the Shobijin speaking 
in unintelligible utterings. 

Upon returning to Japan, the expedition 
members get off the ship, accompanied 
by a narration that is heard only in the 
Japanese version: “The ship has 
docked. The expedition lead by Nelson 
journeyed to investigate one of life’s 
mysteries. What amazing things do 
they have to report?” The scene then 
shifts to the Nitto Shinbun offices, the 
newspaper for which Tsinchan and Michi 
work for. There the News Editor 
(Takashi Shimura) is speaking 
(presumably to Michi) on the tele- 
phone: “A special event? It wasn’t just 
a special event; they went to an island 
with a 300,000-radiation count! What 
happened to Fukuda (a.k.a. Tsinchan)? 
I want you to find him!” The next shot 
is back at the expedition return of Michi 
looking for Tsinchan. This revision com- 
bines both parts of the expedition return 
celebration into one sequence. The infor- 
mation presented in the removed dialog 
and narration — that the expedition isn't 
talking about their discovery — is re- 
flected in later dialog in both versions of 
the film. 

A shot of Nelson’s plane taking off is 
shortened in the American version, delet- 
ing a superimposed newspaper head- 
line in Japanese. 

Prompted by Chujo, the Shobijin recog- 
nize him as the man they rescued on 
Infant Island. They both smile and begin 
to move their mouths as though trying 
to speak. They later do this again just 
before speaking telcpathically to say 
thank you to the group. 

Approximately 30 seconds have been re- 
moved from the sequence depicting the 
Infant Island ritual that results in the 
hatching of Mothra’s egg. The music and 
sound effects have been subsequently re- 
edited to fit. The removed footage con- 
sists of a series of medium and close-up 
shots of the native participants playing 
drums, hitting rocks together and 
dancing, including two close-ups of a 
native’s dancing feet. As the surround- 
ing footage consisted of mostly long 


shots, the abbreviated US edit maintains 
the overall concept of the scene without 
dwelling on the participants. 

The first part of Nelson’s meeting with 
the Nitto Shinbun staff has been re- 
moved. The scene begins with a shot of 
Nelson (off-screen except for his hands) 
holding up a Japanese newspaper arti- 
cle accompanied by a photo of the 
Shobijin and proclaiming, “Look at 
this story! I want a retraction!” Nel- 
son’s aide, Nakamura (Tetsu Naka- 
mura) adds, “Your newspaper has no 
right to print this story!” “The press is 
obriged (sic) to print the truth just as we 
see it," challenges the editor, as the scene 
continues. 

The Peanuts’ second vocal, “The Daugh- 
ters of Infant” (which is performed as part 
of the “Secret Fairies Show" that Nelson 
has forced the Shobijin to stage), has 
been largely removed, turning an interest- 
ing sequence, which originally juxtaposes 
the song with the destruction of the ship 
Orion, into two separate events. The 
sequence begins with a shot of the Shobi- 
jin’s miniature carriage flying across the 
top of the auditorium; the ceiling is dark 
blue with sequins, imitating a starry sky. 
Music begins, followed by the Shobijin 
harmonizing as a prelude to song. As the 
carriage flies by, the auditorium walls & 
ceiling dissolve respectively into the 
ocean and starry sky, with the Mothra 
larva swimming towards the carriage. 
From inside the carriage the Shobijin 
continue harmonizing and then begin to 
sing. As the song continues, an an- 
nouncer is seen in front of recording 
equipment in the auditorium who ex- 
plains, “What you are now hearing, 
everyone, is one of life’s great won- 
ders.” The scene then shifts to the 
bridge of the Orion where the an- 
nouncer’s broadcast is being heard 
over the radio: “The only way to truly 
appreciate this wonder is to hear it for 
yourself.” The ship is then shown at 
sea followed by a shot of Mothra swim- 
ming. The scene cuts back to the 
Shobijin on stage singing, followed by 
two sequences of the audience watching 
them. The Shobijin are seen again in a 
long shot, still singing while perform- 
ing holding Oriental fans. As the 
Shobijin’s song continues, the Orion is 
seen at sea again, the camera panning left 
to reveal Mothra swimming towards the 
ship (the music fades out at this point in 
the US version, just prior to the begin- 
ning of the lyrics). From the bridge the 
Captain yells, “Hard to port!” and the 
helmsman complies immediately. 
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A compelling sequence in the Japanese version, which contrasts the Shobijin’s beautiful vocal 
performance (top) against the destruction of the ship Orion by the Mothra larva (above), is 
drastically downplayed in the American version of the film. 


Mothra is seen nearing the ship and then, 
through the windows of the bridge as the 
Shobijin’s song fades out. The Mothra 
larva leaps onto the ship, crushing it and 
flooding the bridge. In the last shot, 
Mothra can be seen descending onto the 
ship and breaking it in half, finally sub- 
merging between the two halves and 
causing the forward section to rise out 
of the water. 

Bridging the attack on the Orion and the 
subsequent press conference with Nelson 
is a brief shot panning down a stack of 
Japanese newspapers bearing a head- 
line and photos of the Orion and two 
crewmembers. This sequence is ac- 
companied by a brief music cue. 

The military’s first sighting of Mothra 
and subsequent preparations have been 
shortened in the US version. A plane is 
seen in the air, the scene switching to a 
shot outside the cockpit of the pilot react- 
ing to the subsequent sight of Mothra on 


the horizon at sea. The pilot radios 
Mothra’s position to HQ (a sequence in 
the Japanese version in which the dia- 
logue is very poorly synched to the 
mouth movements of the pilot). The 
plane is seen again followed by the 
pilot’s point of view showing Mothra 
swimming below. Following another 
shot of the plane flying, the scene cuts 
again to the pilot in the cockpit frantically 
talking into his radio. Although there is 
no dialog for this scene in the Japanese 
version, the US version dubs in the line 
"Yellow search, Mothra, and swimming 
in the ocean!” Mothra is seen on the 
horizon again, following another shot of 
the cockpit, this time moving into the 
distance. Mothra is seen swimming in 
close-up and then is seen from a distance 
as the reconnaissance plane flies over her. 
The scene shifts to the war room, where 
an officer is seen drawing a line on a map 
to determine where Mothra is going. 
Seeing the results, the military comman- 
der (Seizaburo Kawazu) says, “It's head- 


ing for Tokyo — attack!" The scene 
shifts again, this time to an airfield 
where yellow drums are seen being 
loaded onto bomber planes. Three re- 
connaissance jets are seen taking off as 
the sequence comes to an end. These 
shots set up the later attack on Mothra at 
sea, which features the same planes and 
yellow drums (containing a substances 
that ignites when fired upon) replicated in 
miniature. 


Following the military preparations se- 
quence, the beginning of the scene which 
takes place in the Nitto Shinbun news- 
room has been deleted in the American 
version. In the Japanese version, the 
sequence begins with the news editor 
talking on the phone as Michi hands 
him some photos, which he glances at 
while speaking: “We’re on top of it. 
What? The lawsuit against us? Oh, 
that’s just a distraction. We’ll be there 
to cover the attack on Mothra.” He 
then hangs up the phone. The Ameri- 
can version begins the scene just after he 
hangs up, when he hands the photographs 
back to Michi. 


An introduction to the dam workers who 
site Mothra has been removed. The pre- 
vious scene occurring in Nelson’s office 
ends with the Shobijin singing from their 
cage. The music continues, but quickly 
fades as the scene switches to a stocky 
dam worker (hereafter referred to as 
worker #1,) who enters the dam moni- 
toring office with food and proceeds to 
talk to his fellow employee (hereafter 
known as worker #2): 

Worker #1: I’m here. 

Worker it 2 : Thanks for coming. 
Worker #1 : I was lucky. 

Worker #2: You’re joking! 

Worker #1: Huh? Between God, 
prayers and friends. I’m not valiant 
enough to go against Mothra for this 
pay! 

Worker #2: Well you’re not alone 
there. 

A rumbling is heard as worker #2 
begins pouring two cups of tea. 

Worker #2: Is that an earthquake? 
Worker #1 : Doesn’t sound like one. 

Worker #2 heads to the table where 
worker #1 has begun eating rice cakes. 
The scene cuts to water churning just 
outside the dam office and then back 
inside as worker #2 shrieks in horror 
and drops both cups of tea. After an- 
other shot of water churning, worker #2 
sits facing worker #1, whose back is to 
the camera. Worker #1 turns around with 
a rice cake stuffed in his mouth; the shock 
of what he sees causes his eyes to go wide 



Shinji’s (Akihiro Tayama) di- 
ary, which is missing from 
the American version. The 
sequence shows three con- 
secutive Japanese newspa- 
per headlines respectively 
covering Mothra, the de- 
struction of the dam and 
Nelson, followed by a brief 
shot of the diary sitting on a 
nightstand, followed by the 
shot where the American ver- 
sion picks up of Chujo read- 
ing the diary. 


• The larval Mothra's ram- 
page on Tokyo has been 
shortened by about two-and- 
a-half minutes, the removed 
footage consisting of six seg- 
ments containing anywhere 
from two to ten shots. With 
one exception, the music and 
effects tracks have been 
remixed to obscure the edits. 
The deleted segments are 
noted below with a brief de- 
scription of framing footage 
for reference. 


The plot of Mothra suggests that the ancestors of the Infant 
Island natives were the survivors of a long-ago submerged 
Pacific continent. This real-life theory would be further explored 
in such genre films as Atragon, Monster from a Prehistoric 
Planet and Godzilla vs. Megaton. 


and he quickly swallows the rice cake 
whole. 


• As Mothra appears 'in 
Tokyo, tanks travel the streets 
as civilians flee. The police 
direct the civilians to safety 
as three jet planes fly over 
Mothra. Tanks take posi- 
tion near an electrical tower, as the 
planes fly overhead. The planes fire as 
the assault on Mothra commences. 


In his office, after being forced to cancel 
a performance. Nelson becomes annoyed • 
with the Shobijin’s constant singing to 
Mothra; "Stop that noise!” he barks. 
"You can cry and moan from now until 
doomsday, but you're not going back to 
that island!” The girls continue singing, 
prompting from Nelson: “Be quiet! I 
won’t tell you again!” The back of the 
girls’ heads are seen from above, fol- 
lowed by a shot from below of Nelson’s 
henchman (Osman “Johnny” Yuscph) 
as he lowers Dr. Haradawa’s case 
(established earlier as a telepathic wave 
disrupter to deter Mothra’s attempts to 
locate the twins) over their cage. The 
Shobijin turn around and look up in 
surprise. The henchman secures the 
case to the cage. Nelson commands, 

“In the bag,” prompting the henchman • 
to open a nearby suitcase which will be 
used to transport the girls. 

In the Japanese version, a transition se- 
quence appears between the destruction 
of the dam and Chujo’s discovery of 


Mothra destroys a Mobilgas station and 

the scene cuts to the war room, where 
we hear over the loudspeaker, “Mothra 
is approaching the city near Unit 
Two’s position.” Three shots are seen 
of policemen directing civilians while 
vehicles move on the streets. A soldier 
is seen in close-up saying, “Unit Two is 
ready and awaiting orders.” Back at 
the war room, we hear: “Unit Three is 
moving into position in the city.” A 
shot of the elaborately-lit buildings in 
the Ginza District is shown, followed 
by scenes of planes, tanks and heli- 
copters moving into position. Jet planes 
start to attack again, as Mothra ap- 
proaches an intersection. 

The Shibuya District is quickly evacuated 
before Mothra arrives. The ornate lights 
from the previously seen Ginza build- 
ings suddenly go off. Tanks and jeeps 
are seen in several shots moving into 
position. Mothra is fired upon as it 
proceeds down a street toward the 


tanks. Crowds are still being directed 
away by soldiers during the attack. 
Several tanks scramble to turn around 
as Mothra gets too close. Mothra keeps 
coming as it is fired upon and civilians 
are directed away. 

As the assault continues, Mothra is un- 
heeded, smashing completely through a 
building with a large clock on the front. 
A few tanks continue to get close to the 
immense creature, as buildings crum- 
ble nearby. From the lead tank, a 
soldier looks out from the hatch and 
orders the other tanks to turn around. 
The tanks turn, but one of them is 
crushed by debris as Mothra continues 
its advance. Another tank is caught in 
the debris while the others escape. 

Mothra continues advancing, showering 
everything in its path with rubble from 
the structures that it plows through. 
Tanks and jeeps continue to get out of 
the way. Several buildings catch fire, 
causing fire trucks to move through the 
streets. In the last shot of this sequence, 
buildings all along the Tokyo skyline are 
seen on fire. The US version features a 
very obvious jump in the music score 
prior to this last shot. 

The fires cause a traffic jam for the re- 
maining evacuees, forcing Nelson and his 
henchmen to change their escape route. 
Back at the war room, the commander 
orders, “Ameiki and Akasaikami have 
been evacuated. We must try to stop it 
there.” Soldiers aim artillery cannons, 
and Tokyo Tower is seen in the dis- 
tance near a Birely’s sign (one of two 
blatant advertisements for the 
Japanese orange juice company that 
appear in the film’s miniature se- 
quences). A helicopter passes the 
tower, revealing just how huge the 
miniature set was for this scene. More 
crowds flee, as Mothra continues to 
move towards Tokyo Tower. 

Immediately following the first scene of 
Nelson and his men at the airport, the 
news editor shows up at the location 
from where Tsinchan and Michi are 
observing Mothra building a cocoon in 
a scene deleted from American prints. 
This deletion is curious for the fact that it 
includes a line from the following ex- 
change that is referred to later in the 
American version: 

Tsinchan: Editor! 

Editor: I don’t pay you to sight- 

. see! 

Tsinchan: But what about Mothra 

building a cocoon? 
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The arrival of the Rolisican Atomic Heat 
Cannons is about 30 seconds longer in 
the Japanese version. As Mothra’s com- 
pleted cocoon is seen in the morning 
light, the gigantic weapons appear, being 
moved down the street and across a 
bridge. The scene pans across an area 
set up for the TV and radio press, as 
well as a stone turret where the mili- 
tary observers are set up. An an- 
nouncer broadcasts from the press 
area: “With Mothra cocooned to 
Tokyo Tower, the military plans to 
surround the cocoon while the monster 
is dormant. They hope to attack while 
it’s inside to avoid a confrontation.” 
As more shots of the cocoon are seen, 
the announcer continues: “Mothra is 
not moving. The attack will begin 
shortly.” 


Editor: What about Nelson? 

Tsinchan: I don't know where he’s at 
yet. 

Editor: What am I, your G-Man? 

Watching Mothra isn’t a 
story! You’re a disgrace! 

Nelson's attempt to get past a Rolisican 
military policeman and a Japanese police 
officer at the airport, which unfolds in 
two parts (plus an earlier scene of Nelson 
getting a forged passport) intercut with 
scenes at Mothra’s cocoon, has been 
trimmed to the barest essentials in the 
American version. Following the deleted 
exchange above, the two officers stop 
Nelson. “What do you have in the bag, 
sir?” asks the MP, referring to the suit- 
case the Shobijin are hidden in. Hand- 
ing his forged passport to the MP, Nel- 
son replies, “This bag is the property of 
the Rolisica (sic) embassy. Do you 
want to open it?” Following a cut back 
to the cocoon, the scene resumes with 
the MP looking at the passport and 
returning it to Nelson. “No sir, that 
won’t be necessary. Sorry to have 
bothered you,” he tells Nelson. He 
further tells the Japanese policeman, “It's 
okay,” who in turn says to Nelson, 
“Sorry.” It should be noted that in the 
Japanese version, this entire exchange 
(except for the Japanese policeman’s 
line) is in English with Japanese subti- 
tles. 


token Caucasian actor, Robert Dun- 
ham, appearing in the first of several 
genre roles) looks and replies, “No, not 
yet. I don't know what could have 
happened to them!” From the crowd, 
a panicked bystander yells out, “If we 
don’t return the fairies quickly, 
Newkirk City will be destroyed!” caus- 
ing the crowd to become unruly. All 
dialogue in this scene is in English with 
Japanese subtitles. 

A brief portion of Mothrp’s attack on 
Newkirk City is cut from the US version. 
Immediately following the scene noted 
above, Mothra is seen flying through 
smoke. A tall building crumbles as the 
giant insect flies over a bridge. Debris 


falls on the street outside a drug store. 
Mothra passes over the city again, the 
wind of its wings blowing cars and 
debris into an awning-covered store- 
front at street level. Mothra banks and 
flics toward the camera, continuing its 
attack. 

A brief scene which further develops the 
film’s religious motif has been removed. 
After Chujo, Tsinchan and Michi arrive 
at the church and receive word of the 
Newkirk City attack, two priests arc in- 
troduced. “Now we have to rely on 
God’s will,” says one priest. As he 
makes a Hail Mary sign with his hands, 
the other asks, "Father, have mercy on 
our souls.” The bell tower is seen with 


A scene has been deleted following Nel- 
son's death as two Roliscian officials 
guard the Shobijin in front of a church 
populated by bystanders, awaiting the 
arrival of Tsujo, Tsinchan and Michi. 
The older official (Ed Keane), looking 
impatient, asks, “Didn’t (sic) they come 
yet?” The younger official (Toho’s 


At the urging of Columbia Pictures who contributed financially to the production, Toho filmed a more 
elaborate finale than was originally scripted involving Mothra's attack on the America-like locale of 
Newkirk City in the fictitious country of Rolisica. 
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the sun directly behind the center of 
the cross, as the Japanese trio walks 
through the bystanders to look at it. 
Upon seeing the tower with the sun be- 
hind it, they realize the connection be- 
tween Mothra and religious symbols. 

More dialogue of a religious nature was 
removed. Chujo instructs the Rolisicans 
to make preparations that he believes will 
stop Mothra's attack. "Will it work do 
you think, Chujo?” Michi asks him, to 
which he replies, “Well I don’t doubt 
the power of prayer.” “It’s not so 
mysterious, but it’s all up to God now,” 
adds Tsinchan. Following this, Michi 
puts her hands together and says a 
quick prayer, Tsinchan makes a Hail 
Mary motion with his hands and 
Chujo bows his head, but is quickly 
distracted by the scattering crowd. 
Chujo says, “Well, we better get go- 
ing,” and the trio starts to leave. In the 
US version, the scene ends with Chujo's 
reply to Michi, although he is dubbed as 
saying, “I don’t know. If it doesn’t, I 
don’t know what will.” 

Although no footage was deleted, dialog 
was left out of the American version just 
prior to the film’s ending. After the 
Shobijin have been returned to Infant 
Island, a stone in the island temple is 
shown rising out of rock until the hiero- 
glyphic symbol for Mothra (a cross with 
rays of light emanating from the intersec- 
tion) is revealed. As this happens, there 
is a flash of light and a disembodied 
voice (the same one heard summoning 
Mothra to awake during the egg hatch- 
ing ceremony in the Japanese version) 
is heard saying, “The way to peace is 
yours to discover forever." 

In the Japanese version, the final image of 
the film is' of Infant Island, as the 
Japanese symbol “Owari” (The End) 
appears on the screen and slowly gets 
larger before the scene fades to black. 
The American version contains the same 
shot of the island, but before the “Owari” 
symbol appears, it cuts to English text 
that reads: 


A Toho Production 

Tohoscope 
THE END 

This text appears over the sixth back- 
ground from the Japanese opening credits 
sequence and then changes to another 
background, similar to the others but 
framed differently than any found in the 
Japanese version. 


MANY, MANY MOTHRAS 

Why Repeated Viewings of Mothra Never Seem To Be 
Quite the Same as the Previous Ones. . . 

By Brian R. Culver 


Even though home video is a wonderful 
thing and an invaluable tool when it comes to 
writing “Toho In America,” it also consis- 
tently leads to more work for its writers. After 
a comparison of the English and Japanese 
theatrical versions of a film, more often than 
not we find ourselves adding an extra para- 
graph or two explaining why the tape you 
bought at Suncoast isn 't precisely what was 
described in the article as the “American ver- 
sion.” This almost seems to be the rule when 
it comes to home video releases of the Ameri- 
can versions of these films. 

Mothra represents a rare case in that not 
only do US video releases and TV broadcasts 
vary from the original American theatrical 
release, but multiple variations of the original 
Japanese film appear on home video in that 
country as well. Additionally, between the 
formats described above, three American ver- 
sions exist! It’s difficult to decide which is 
more frightening-that so many variations ex- 
ist or that they all seem to be bom not by 
design, but by repeated bungling of the rather 
common task of creating the video masters. 

A description of the variants found is de- 
scribed below and organized by country of 
origin. 



The variations found of Mothra in Japan 
can be seen by comparing the two video edi- 
tions most known to westerners - the two laser 
disc releases of the film. 

The first disc (TLL-2007) appears to utilize 
the same transfer as Toho Video’s first 
Japanese widescreen VHS release. This trans- 
fer (before the days of stereo sound video or 
digital audio laser discs) appears to represent a 
complete mono version of the Japanese the- 
atrical release of Mothra. In recent years, a 
remastered version of Mothra was released 
(TLL-2464) on laser disc, again in widescreen, 
but this time in digital stereo sound 
(representing the original release’s Perspecta 
Stereophonic Sound mix) and with the 
Japanese theatrical trailer included as an extra. 

While these amendments technically qual- 
ify the newer disc as a slightly different ver- 
sion of the film, they aren’t enough to nor- 
mally warrant noting. What truly pegs this 
newer release as a “variant” version is a differ- 
ence found on the remastered film’s sound- 
track. On Side B from 38ml5s to 38m43s 
(Mothra taking flight for the first time), the 
wrong music cue (an instrumental of the same 
melody sung by the Shobijin as Mothra 


emerges from the cocoon) is heard over this 
scene until it abruptly switches back to the 
correct music! This audio anomaly does not 
appear in any other known video release of the 
film. 

Oddly, neither of these arguably most- 
definitive releases attempt to insert the film’s 
opening overture, as heard on the film’s 
soundtrack CD (SLCS-5064), at the beginning 
of the video, as was done with Toho Video’s 
laser disc of The Last War. The music exists, 
but at press time, we were unable to confirm 
whether or not it was actually used in theaters. 

For the sake of completeness, it should also 
be mentioned that a laser disc of Mothra was 
included in Toho Video’s Champion Malsuri 
box set. This was the reissue version recut by 
Honda himself to only 62 minutes! 

AMERICAN V ID E O RELEASES 

RCA Columbia first released Mothra on 
home video in 1984. The source for this video 
appears to have been a 16-millimetcr pan-and- 
scan television print. As such, the video was 
identical to TV broadcasts up to that time (i.e. 
a pan-and-scan version of the American the- 
atrical release). Other than a few seconds 
missing at reel changes and a brief, inexplica- 
ble blackout of part of the shot of a newspaper 
headline superimposed over the shipwreck 
survivors, this video transfer is otherwise 
fairly accurate Jo US theatrical/TV prints. In 
1986, RCA Columbia released Mothra in 
slightly different packaging — an identical 
video transfer as the original, save for a new 
hi-fi mono audio track which was advertised 
on the new box. In 1988, the video rights to 
Mothra and several other RCA Columbia 
video titles were licensed to Goodtimes Home 
Video, who released the video only in the 
cheaper LP speed. Bearing two different box 
designs, the Goodtimes tapes utilized the same 
transfer as the previous RCA Columbia re- 
leases, though the film’s opening Columbia 
logo was removed. 

While the Goodtimes tapes were still being 
sold in stores, Columbia proceeded to remaster 
Mothra for television broadcasts, presumably 
with the intention of using the new transfer for 
future video releases. Two attempts were 
made, neither of which was completely suc- 
cessful. These new transfers appear to have 
been made by combining the audio of the 
shortened US version with a print of the film 
which included most if not all of the scenes 
previously seen only in the Japanese version. 
Those who attempted this remaster were ap- 
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parently unprepared for this and had no guide 
for matching the audio to the video. 

The first attempt aired on the Cinemax 
cable network in 1991 and was a complete 
disaster. Running approximately two-and-a- 
half minutes shorter than' the previous video 
releases, the soundtrack falls out of sync at 
every point where Japanese footage was 
deleted because the footage is no longer miss- 
ing! This would go on for a few seconds until 
the correct audio and video would synch up 
again... that is, until the next scene with 
deleted footage intact would throw it off 
again. One can only imagine the telecine 
operators constantly having to stop the ma- 
chine to figure out what had happened. This 
problem is worst during Mothra's arrival in 
Tokyo; up until the point where Mothra builds 
the cocoon, the audio and video are com- 
pletely off, with voices and sounds accompa- 
nying completely unrelated images. 

Fortunately, Columbia made a second at- 
tempt which was far more successful, though 
not perfect. It is this version which has aired 
on American television since around 1992 and 
was re-released on VHS tape by Columbia 
Tristar Home Video in 1995. This transfer is 
about 30 seconds longer than the original US 
version and again features the accidental in- 
sertion of Japanese footage previously cut out. 

The following is a list of significant differ- 
ences from the original US version, with ap- 
proximate times indicated: 

• A 7-second P.O.V. shot of Tsinchan 
walking through the jungle is included, 
heretofore exclusive to the Japanese ver- 
sion. 

• A 12-second shot of Chujo approaching 
the cave entrance is added, again previ- 
ously not included in the US version. 
The music from the following scene 
(inside the cave) has been repeated here 
to serve as the soundtrack. 

• Some of the shots of natives originally 
deleted are restored at the expense of 
other shots that were in the US version. 
Despite these changes, the length of the 
scene matches that of the original US 
version. As Columbia originally edited 
down a longer scene from the Japanese 
version, some errors were made in recre- 
ating the US version’s editing. These 
random substitutions dilute the stream- 
lined American editing, which focused 
on the egg hatching, without reinstating 
enough of the Japanese version to be 
worthwhile. 

• The Peanuts’ vocalizing (the prelude to 
the musical number removed from the 
US version) has been cut in half, re- 
peated/looped and then abruptly stopped. 
In previous US versions, the singing con- 
tinued to a fade out. 

• A scene has been deleted of a recon pilot 


yelling “Mothra, and swimming in the 
ocean!” This was intact in the Cinemax 
print. 

• A scene is missing of Nelson (Jerry Ito) 
downing a shot of booze before speaking. 
Again, this scene appears in the Cinemax 
print. 

• A reinstated shot of people running 
causes the film’s soundtrack to fall out of 
sync for about a minute of Mothra’s ap- 
proach to Tokyo. 

• The Shibuya District attack is marred by 
a failure to duplicate Columbia’s original 
editing of scenes. While about 40 sec- 
onds of effects footage from the Japanese 
version have been restored (primarily that 
of the tanks getting crushed by debris), 
the matching of sound and picture is hit 
and (mostly) miss, with sounds of police 
whistles and jet planes being heard where 
there are none. 

Despite the glitches and the fact that it’s not 
a precise reproduction of the original Ameri- 
can theatrical version of Mothra, the new 
transfer far outweighs the reconstruction prob- 
lems and is the best presentation of the US 
version ever released on home video. One can 
only hope that Columbia Tristar will undertake 
a letterboxed transfer on VHS, laser disc, DVD 
or possibly all three. This would be a great 
opportunity to fix some of the problems from 
the last transfer. 

(Portions of this article originally appeared in 
the Annual Readers ' Infosium section o/ Video 
Watchdog Special Edition #2, 1995 ) 


/dotf/tff 
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Evaluating the Americanization of Mothra 
is difficult. True, a lot of footage was deleted 
(just over 10 minutes) and some significant 
aspects — the Shobijin’s musical communica- 
tion, the religious connection to Mothra, the 
ironic destruction of the ship during a beauti- 
ful song — were among those deletions. How- 
ever, the American version comes across as a 
faster-paced version of the same film with no 
narrative gaps caused by the deletions and 
somehow doesn’t seem to suffer as one might 
expect when compared with the original 
Japanese film. The hatching scene is arguably 
improved by deleting the close-ups of the 
natives, which only serve as a digression. 
Clearly, the editing of the American version 
was done with respect to Honda's original 
film; note that many of the deletions are in the 
form of entire sequences, allowing large por- 
tions of Honda’s original editing to survive as 
opposed to entirely re-editing any sequences. 
In short, Columbia’s Mothra comes across as 
an entertaining, but perhaps lighter film than 
Honda’s original version. 

The dubbing is by Titra Sound Studios, 
who received their first onscreen credit for a 
kaiju ciga with Mothra and would go on to 
dub many other genre titles for US companies, 
such as American International Pictures. Al- 
though their dubbing for Mothra demonstrates 
the usual quality associated with their work — 
well-acted dialogue which appropriate the 
original actor’s appearance and synched to the 
character’s lip movements as close as humanly 
possible — it’s somewhat inconsistent in it’s 
attempt to sound “Japanese.” Whereas most 
dubbing would substitute Japanese words with 
western equivalents, Mothra's dubbing fea- 
tures the word shinbun ( newspaper ) in one 
scene and in another, Chujo calls out for his 
brother using the expression oi, which would 
normally be dubbed into something like hey. 
This is also one of the few times where Titra 
dubbed several Japanese characters with 
stereotypical Japanese accents, with the r and / 
sounds often reversed; one such example is 
Tsinchan’s greeting of “herro!" to Nelson on 
the island. Typically, Titra would voice all the 
characters with a generic, nondescript foreign 
accent, as would certainly be the rule in the 
later genre films that they dubbed. The voices 
used to dub Frankie Sakai (who usually does 
the leading man voice) and Jerry Ito (possibly 
current AMC host Bob Dorian, who was also 
the narrator for the Titra-dubbed Destroy All 
Monsters) sound amazingly like the respective 
actor's real speaking voices. Hiroshi 
Koizumi’s character, Chujo, sounds as though 
he may have been dubbed by Peter Fernandez, 
the voice of Speed Racer. 

Variety's review of Mothra was highly crit- 
ical, summing up the film as a “crudely man- 
gled monster melange." The review continues 






Continued from page 33 


to state, “Though elaborately produced ... the 
post-dubbed film is too awkward in dramatic 
construction and crude in histrionic style to 
score appreciably at the box office.” Via 
further backhanded compliments, Variety 
adds, “Neither the spectacular special effects 
nor the adept miniature work makes up suffi- 
ciently for what is a pretty embarrassing ef- 
fort.” Of the Infant Island native dance se- 
quences, the review interjects, “At any mo- 
ment, one expects Hope, Crosby ad. (sic) Lam- 
our to pop into the picture.” It’s a shame the 
Variety couldn’t have saved a few of these 
venomous barbs until the release of the Ameri- 
canized Varan the Unbelievable later that 


The current Columbia/Tristar VHS tape of 
Mothra represents the best video of the US 
version to date, even though it deviates some- 
what from what played previously in Ameri- 
can theaters, television and home video. Cost- 
ing only $10 for an SP tape, the transfer is 
taken from a very good print. As a bonus, this 
tape runs a little longer than the US theatrical 
release and contains (albeit unintentionally) 
footage previously seen only in the Japanese 
version. (See the accompanying article 
"Many, Many Mothras" in this issue for de- 
tails of this videotape, as well as a complete 
rundown o/Mothra’s unusual home video his- 
tory in America.) 

Sources for Mothra : 

• Stuart Galbraith IV, Monsters Are At- 
tacking Tokyo! Feral House, 1998. 

• The Internet Movie Database (http:// 
www.imdb.com) 

• August Ragone, misc. postings to Usenet 
newsgroup alt.movies.monster. Summer 
1998. 

• Steve Ryfle, Japan’s Favorite Mon-Star: 
The Unauthorized Biography of “The Big 

££,ECW Press, 1998. 

• Guy Mariner Tucker, Ape of the Gods . 
Daikaiju Publishing, 1996. 

• Donald Willis (editor), Variety’s Com- 

Publishing, 1985. 

( Editor's note: Due to the unforeseen length of 
this issue’s coverage o/Mothra, our "Toho In 
America" coverage of The Human Vapor 
originally scheduled to appear in this issue 
will appear in issue #10.) 
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THE KAIJU FAN CLUB 

CHICAGO 

'We might call ourselves K.F.C., but we're not chicken!" 

Dear Kaiju Fans: 1998 will be the year of Godzilla (sez Tri-Star), which means a lot of news about our favorite 
"lizard." And the best way to get the most up-to-Uie-minute news is to join the KAIJU FAN CLUB! The K.F.C. 
will have up-to-date news on G-CON ‘99, the new Tri-Slar film. Mothra 3, Camera 3 and much, much more. All 
100 % accurate information from the most reliable sources. 

To Join The Club*, Send Your Name & Address To: 

KAIJU FAN CLUB 

616 Prospect Manor Ave. Mt. Prospect, IL 60056 

feci and meeting location ate still to be determined Updates will be announced in KAIJU-FAN mim our website (doming soon)” 
The Kaiju Fan Club is not affiliated with KAIJU FAN magazine or G-CON, which arc trademarks of D.E.P. 
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IF YOU MISSED 4S-COSS, 

THEN YOU’VE MISSED THE GREATEST 
SELECTION OF JAPANESE SCI-FI 
CELEBRITY GUESTS TO VISIT AMERICA! 



«-COSS 


NEXT SUMMER • NEW YORK CITY 


For More Information, Call 718-253-8649 or Visit Our Website on the Internet at http://home.earthlink.net/~fcastle/GCfl.html 
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Born in 1927, Yoshio Tsuchiya’s film ca- 
reer began when he appeared in Akira Kuro- 
sawa’s Seven Samurai (1954). Mr. Tsuchiya 
ultimately acted in many of Kurosawa’s 
movies including Yojinibo (1961), Sanjuro 
(1962) and Red Beard (1965). In science 
fiction movies, Mr. Tsuchiya has often por- 
trayed alien leaders as in The Mysterious 
(1957) and Godzilla vs. Monster Zero (1965), 
tragic figures taken over by outside forces as 
in Battle in Outer Space (1959), The Human 
Vapor (1960) and Destroy All Monsters 
(1968), or as individuals on the verge of crack- 
ing up as in Attack of the Mushroom People 
(1963) and Son of Godzilla (1967). Mr. 
Tsuchiya has also held more conventional 
roles as in Godzilla Raids Again (1955), The 
H-Man (1958), The Secret of the Telegian 
(1960), Frankenstein Conquers the World 
(1965) and Yog, Monster from Space (1970). 
In Godzilla vs. King Gliidorah (1991), Mr. 
Tsuchiya gave one of his most memorable 
performances as industrial tycoon Yasuaki 
Shindo, a man who was first saved, then de- 
stroyed by Godzilla. 

In May of 1998, Mr. Tsuchiya traveled to 
Chicago to appear at G-CON ‘98, his first 
appearance at an American science-fiction 
convention. He was kind enough to take time 
out from his busy schedule to grant Kaiju-Fan 
readers this interview. 

Robert Biondi: How did you react when you 
were offered the role of Rikichi in Seven 
Samurai! 

Yoshio Tsuchiya: Mr. Kurosawa was look- 
ing to cast the role of Rikichi for many 


The many faces of Yoshio Tsuchiya (above, 
from left to right): as the Controller of Planet X 
in Monster Zero; as General Rubesa in The 
Killing Bottle (a.k.a. International Secert Po- 
lice: Driven to the Wall); as Mizuno, the vapor 
man in The Human Vapor, as Fumio Kasai in 
Attack of the Mushroom People, and as Ya- 
suaki Shindo in Godzilla vs. King Ghidora. 


Interview By 

ROBERT BIONDI 

Translation By 

YOSHIHIKO SHIBATA 


months. One day, Mr. Kurosawa came across 
me in a general audition and cast me in the 
role. I had no special reaction to this, since I 
was training to be a stage actor and had little 
interest in movies. However, any film of 
Akira Kurosawa’s is an exception! ( Akira 
Kurosawa [born 1910] is the most renowned 
of all Japan 's film directors and is considered 
by many to be the "greatest director living. ") 

RB: What was it like to work with Akira 
Kurosawa? 

YT: Mr. Kurosawa is very strict about re- 
hearsing. As with theater technique, Mr. 
Kurosawa would have us rehearse the same 
scene repeatedly. Incidentally, the usual prac- 
tice in both stage productions and films is that 
the casting was not done by the director, but 
was voted on by the casting department. But I 
was an exception; Mr. Kurosawa cast me di- 
rectly. 


RB: Is it true that you once lived with Mr. 
Kurosawa? 

YT: I had the habit of wandering around and 
never staying in one place, even during the: 
shooting period. I would just leave the studio, 
go climb mountains and see rivers. So, Mr. 
Kurosawa decided to have me stay in his 
home, so he could keep an eye on me. I lived 
with him for about two years. Every night 1 
would say, “Hey, Mr. Kurosawa, I’m hungry!” 
and he personally would make dinner for me. 
The next morning, he would ask me, “What 
did you dream about last night?” and 1 would 
tell him. I think this inspired Mr. Kurosawa to 
make Dreams. I’ve seen several segments of 
my own dreams in that movie (Akira Kuro- 
sawa’s Dreams [1990] is a collection of eight 
dream vignettes). 

RB: Did Mr. Kurosawa approach the filming 
of Yojimbo and Sanjuro any differently than 
his earlier movies? (Yojimbo [a.k.a. Yojimbo, 
the Bodyguard] and Sanjuro concern the ad- 
ventures of a nameless, rogue samurai. Yo- 
jimbo also inspired Sergio Leone's "spaghetti 
western "film series starring Clint Eastwood.) 

YT: Yojimbo and Sanjuro are comedies, 

unlike Mr. Kurosawa's earlier films. His aim 
was to film these two movies as plays, not as 
movies. There is a big difference in that. All 
of Mr. Kurosawa's movies are very enjoyable 
and worth doing. He always allowed me to try 
my own ideas; sometimes I would overdo it! 
When dealing with me, Mr. Kurosawa was 
always smiling. I'm not sure why, but he was 
very good to me, unlike the other actors. After 
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Kagemusha was completed, Mr. Kurosawa 
asked me for my impressions on the film. I 
said, “It’s no good because I can see that all of 
the performers are terrified of you!” 
(Kagemusha [1980, a.k.a. Kagemusha, the 
Shadow Warrior] is about a thief who must 
pose as a double, or kagemusha, for a de- 
ceased warlord, Shingen Takeda.) 

RB: Why didn’t you appear in Kagemusha ? 

YT: Because of a scheduling conflict with 
my stage work. Several times, Mr. Kurosawa 
asked me to appear in the film. We met in 
person at least three times. At one point, he 
insisted that I cancel all stage work and partici- 
pate in his project, although my face was 
already on the posters for the play. (Though 
Mr. Tsuchiya could not appear in Kagemusha, 
one of the characters, an attendant who knows 
the true identity of the kagemusha, is named 
"Tsuchiya . ") 

RB: What play where you involved in at that 
time? 

YT: An Agatha Christie mystery, Spider 's 
Web. 

RB: Which character did Mr. Kurosawa want 
you to portray in Kagemushal 

YT: One of the samurai generals, the wind 
battalion commander. (In Kagemusha, the 
Takeda army is comprised of three battalions 
named after natural elements: "wind" are 
lightly-armored cavalry, "forest " are infantry 
and "fire" are heavily-armored cavalry.) 

RB: Do you have a favorite story about Mr. 
Kurosawa? 

YT: I have too many stories to tell! Once, 
when 1 was living in Mr. Kurosawa’s home, I 
was walking in a corri- 
dor and I stepped on a 
hard object. I picked it 
up and saw that I had 
kicked a statue of a 
silver lion; it was his 
award for Rashomon'. I 
said to Mr. Kurosawa, 

“I'm very sorry, 
stepped on your statue 
for Rashomon.” Mr. 

Kurosawa said, “Oh, 
don’t worry about it. I 
just use that as a weight 
for the curtain.” “A 
weight for the cur- 
tain?” I asked. Mr. 

Kurosawa answered, 

“Yes. It’s not real. The 
President of Daiei, Mr. 

Nagata, took the real 


statue from me and sent back an imitation. So, 

I use it as a weight. You can step on it, kick it 
or do whatever you want to it.” So, I ran back 
and kicked the statue again! (Rashomon 
[1950], one of the greatest films of all time, is 
about four conflicting eye-witness accounts of 
the same murder.) 

“I already knew of 
Mr. Honda’s skill with 
special effects movies and 
Mr. Kurosawa encouraged me 
to work with him. 

Though Mr. Kurosawa didn ’t 
care much for special effects 
movies, he said, ‘Mr. Honda ’s 
work is exceptional. ’ 

The two men were very close, 
just like brothers. ” 

RB: How did you become involved with 

special effects movies? 

YT: During the two years that 1 lived with 
Mr. Kurosawa, his friend, Mr. Ishiro Honda, 
would visit occasionally. I already knew of 
Mr. Honda’s skill with special effects movies 
and Mr. Kurosawa encouraged me to work 
with him. Though Mr. Kurosawa didn’t care 
much for special effects movies, he said, “Mr. 
Honda’s work is exceptional.” The two men 
were very close, just like brothers. Both 
trained as directors under Mr. Yamamoto; Mr. 
Honda was the first assistant director and Mr. 
Kurosawa was the second assistant director. 
(Ishiro Honda [ 1911-1993 ] directed eight of 
the Godzilla series films and many other Toho 
science fiction movies such as Rodan [1 956). 


The Human Vapor, Attack of the Mushroom 
People and The War of the Gargantuas [!966\. 
In later years, Honda worked closely with 
Kurosawa on such films as Kagemusha, Ran 
[1980] and Akira Kurosawa's Dreams. In 
fact, one of the enemy generals in Kagemusha 
is named "Honda . ") 

RB: How did you react when you were 

offered the role of the pilot Tajima in Godzilla 
Raids Again ? 

YT : I really can’t remember that role because 
it was the company’s decision to cast me. As 
a contracted actor, 1 would be signed to appear 
in ten to twenty movies a year. I can hardly 
remember them all. 

RB: In science fiction movies, you usually 
portrayed malevolent or eccentric characters. 
Why is that? 

YT: Because of my own policy. I don’t like 
playing typecast parts. During the production 
of The Mysterious, I was offered the role of a 
young scientist like Akihiko Hirata and Kenji 
Sahara. I refused it; I wanted the role of the 
alien commander. The company said “no” 
because my face would be covered by a mask 
and no one would recognize me; even the 
studio chief refused to give me that role. But 1 
insisted and Mr. Honda was so impressed by 
my persistence that he cast me as the alien 
commander. Mr. Honda and 1 became close 
friends after that. (Akihiko Hirata [1927- 
1983] and Kenji Sahara [born 1932] appear 
in many Toho science fiction films. Mr. Hirata 
is famous for his role as the patch-eyed Dr. 
Serizawa in Godzilla, King of the Monsters! 
[1954], while Mr. Sahara is best known as the 
unscrupulous Torahata in Godzilla vs. Mothra 
[1964]: see Kaiju-Fan #7 for his interview.) 

Did you visit the special effects set of 
the science fiction 
films on which you 
worked? 

YT: 1 often went to 
the studio to see the 
shooting of the special 
effects sequences. 
Since special effects 
filming requires much 
rehearsing, 1 could sit 
through the rehearsals 
and watch the filming. 
Whenever a special ef- 
fects shot was ready, 
the assistant special ef- 
fects director (usually 
it was Teruyoshi 
Nakano) would run 
into the studio, come 
up to me and whisper, 


RB: 



Not content with being typecast, Tsuchiya insisted on playing the alien commander in Toho's 
The Mysterians, a persistence which impressed director Ishiro Honda to cast him in the role. 
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Toshiro Mifune, Tatsuyoshi Ehara, Yoshio Tsuchiya and director Akira Kurosawa. 


Godzilla vs. King Ghidorah. Mr. Omori also 
wrote and directed Godzilla vs. Biollante 
[1989] and wrote the screenplays for Godzilla 
vs. Mothra [1992] and Godzilla vs. 
Destoroyah [1995].) 

“ The role of the 
Controller of Planet X 
was very special for me. 

My friends would say to me, 
‘That role was unnatural, ’ 
and I would answer, 

‘Have you ever been in 
(outer) space? Well, I have! 

RB: Do you prefer working on period films 
or movies that are set in the present? 

YT: For me, there is no difference in per- 
forming; I like both. In period films, however, 
there is one exception: this is the traditional 
etiquette required when acting in samurai 
movies. By observing the other actors, I could 
also tell if they had been trained in period 
films or not. 

RB: Do you enjoy stage acting as much as 
film acting? 

YT: I enjoy stage acting very much, even 
more than film acting. On stage. I have more 
freedom of movement. With stage acting, the 
director can direct you as much as he wants 
during rehearsals. However, once the curtain 
goes up, you can do whatever you want. 

RB: Did you do much improvisation while 
working on movies? 


“The shot is ready.” I would then say to the 
director, “Excuse me, sir, I need to go to the 
restroom.” Then, I would leave the studio, run 
into the other studio and watch the special 
effects filming. Often, I would watch Mr. 
Haruo Nakajima perform as Godzilla. 
( Teruyoshi Nakano [born 1935] served as as- 
sistant to special effects wizard Eiji Tsuburaya 
[1901-1970] for many years. Among Mr. 
Nakano 's credits as special-effects director 
are Godzilla vs. the Smog Monster [1971], 
Submersion of Japan [1973], Terror of 
MechaGodzilla [1975] and Godzilla 1985 
[1984]. Haruo Nakajima [born 1929] per- 
formed as Godzilla from Godzilla, King of the 
Monsters! to Godzilla vs. Gigan [1972].) 


RB: I understand that you wrote the lines 
spoken in X-Seijin (Japanese for Planet X 
people) language for Godzilla vs. Monster 
Zero. Is this true? 


YT: The X-Seijin language was a mixture of 
French, German and the language of a water 
imp or kappa. The role of the Controller of 
Planet X was very special for me. My friends 
would say to me, “That role was unnatural,” 
and I would answer, “Have you ever been in 
(outer) space? Well, I have!” 


RB: Which of the films on which you 

worked are your favorites? 


YT: I have many favorite films, among them 
are Seven Samurai, The Mysterians, Battle in 
Outer Space, The Human Vapor, Godzilla vs. 
Monster Zero, and Godzilla vs. King Ghido- 
rah. I am very fortunate to have worked with 
many masters. 


RB: Is it difficult to react to monsters that 
aren’t really there? 


YT: With regular actors, 
it is difficult to get the 
right eye lines (trajectory) 
toward Godzilla. In 
Godzilla vs. King Ghido- 
rah, director Kazuki 
Omori didn't handle the 
eye lines of the actors 
well. So, I showed Mr. 
Omori the correct treat- 
ment of eye lines for ac- 
tors in a Godzilla film. 
This is why when 
Godzilla vs. King Ghido- 
rah premiered at the 
Tokyo Film Festival, Mr. 
Omori said, “Mr. 
Tsuchiya taught me many 
fundamental things about 
filmmaking.” ( Kazuki 
Omori [born 1952] di- 
rected Mr. Tsuchiya in 


YT: Yes, often. Mr. Kurosawa liked it when 
actors improvised or “ad-libbed.” Many old- 
generation directors are very fond of new ideas 
from their actors. 


RB: What was it like working with Ishiro 
Honda? 


YT: He was a very good-natured man, a true 
gentleman. Mr. Honda was bom in Yamagata 
Prefecture, in a rural area, so he was a master 
of folk songs. Sometimes, we went on trips to 
see historical mins or to take a rest from our 
work. I would often ask Mr. Honda to sing 
something and he would sing a folk song. 

Mr. Honda recommended the designer of his 
house for my new home. So, the first guests of 
my new home were Mr. and Mrs. Honda. Mrs. 
(Kimi) Honda has a keen sense of feung-sheu, 
the belief that the color, shape and direction of 
one’s home will effect one's life. Mrs. Honda 
came to my newly-built home, looked around 
and said, "Well, Mr. Tsuchiya, you will be 
robbed." 

One month later, three robbers armed with 
samurai swords broke into my home. They 
tied up my mother, but I fought them. One of 
the robbers was pointing his sword on my 
mother's neck and the other two guys took me 
upstairs. However, I could tell from the way 
they were handling the swords that they were 
amateurs, so I charged the two guys and they 
ran down the stairs and dropped the swords. 
This made a big noise, so the guy with the 
sword on my mother’s neck ran out first and 
the other two ran with him. I phoned the 
police and I later found out that on the runway, 
they killed a taxi driver with a sword. Three 
months later, the three guys were arrested. 
Pictures of my mother and I appeared on 
newspaper headlines. However, many people 
thought it was just a 
drama and not a real inci- 
dent. 


RB: What was it like to 
work with Jun Fukuda? 
(Jun Fukuda [born 1924] 
directed Mr. Tsuchiya in 
Son of Godzilla. He also 
directed several other 
Godzilla films including 
Godzilla vs. the Sea Mon- 
ster [1966], Godzilla vs. 
Megalon [1973] and 
Godzilla vs. Mecha 
Godzilla [1974].) 


YT: He’s a very good 
man. We are very close, 
just like brothers. 
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YT: Mr. Omori is a young, talented director. 
Unfortunately, he is not fully disciplined as a 
professional director. He is the type of direc- 
tor who gives actors as much freedom as he 
can and then picks out the good points of the 
performance. 

RB: Which actors have you enjoyed working 
with the most? 

YT: I have worked with many fine actors. 
Ms. Kumi Mizuno was very enjoyable to work 
with; she has a very cheerful personality. 
(Kumi Mizuno [born 1937] appears in Attack 
of the Mushroom People, Godzilla vs. Mon- 
ster Zero, Frankenstein Conquers the World 
and many other Toho science-fiction movies .) 

RB: What was it like to work with Toshiro 
Mifune? (Toshiro Mifune [1920-1997] is 
Japan 's most famous actor, appearing in 
many of Akira Kurosawa's movies such as 
Rashomon, Seven Samurai, Throne of Blood 
[1957], Yojimbo, Sanjuro and Red Beard. In 
1981, he starred in the American TV minis- 
eries Shogun.) 

YT: Every night we would go out drinking, 
wander around and pick up girls. We were 
always good friends. But, most of the time, 
Mr. Mifune made trouble that I had to resolve, 
so I have too many stories to tell! 

RB: What was it like to work with Nick 

Adams? (Nick Adams [1931-1966] portrayed 
the likeable hotshot, Astronaut Glenn in 
Godzilla vs. Monster Zero. He also appeared 
with Mr. Tsuchiya and Ms. Mizuno in The 
Killing Bottle [1967].) 

YT: He was a very outgoing yankee. Russ 
Tamblyn and Joseph Cotten were very re- 
served, but Nick Adams was very cheerful and 
frank. I really loved him. (Russ Tamblyn 
[born 1934] appears in The War of the Gar- 
gantuas; Joseph Cotten [born 1905] appears 
in Latitude Zero [1969], Mr. Tsuchiya does 
not appear in either movie.) 

RB: What inspired you to write Memory 
Incorporated ? 

YT: I used to appear as a guest on Tetsuo 's 
Room , a long running TV talk-show. I ap- 
peared 20 times, which is the largest number 
of appearances by a guest on that program. I 
often spoke about my funny stories. The 
viewers asked me to put these stories into a 
book, so I wrote Memory Incorporated . It 
became a best seller and later, a recommended 
book for Japanese libraries. 

RB: Have you written other books? 

YT: Many prestigious publishing companies 


approached me about writing a second edition 

write a whole book again. However, I write 
essays for magazines; I write about nature, 
fishing, food, animals, people and so on. I 
also had a one-hour program about fishing in 
Osaka. It ran five years, which made it the 
longest running program about fishing. I 
eventually became bored with it, so I quit. 

By the way, I will write about my experi- 
ences in Chicago! 

RB: I understand that you play flamenco 
guitar. Is this true? 

YT: As a boy, I trained to be a professional 
violin player. Unfortunately, in 1945, the 
conservatory did not open their gates for new 
students. This was because of the defeat of the 
Japanese Empire. Instead, my parents wanted 
me to become a doctor because a doctor could 
survive in such desperate times. So, I became 
a medical student. But if I could not play 
music as a professional, I still wanted to do it 
for my own enjoyment. The violin is poorly 
suited for harmonies; I felt that the guitar was 
best suited for my musical needs. 

I feel that I share the same type of blood as 
the Spanish people, so right after the war, I 
went to Spain. In Spain, I went into a gypsy 
home. I had no knowledge of the Spanish 
language, but I found a guitar lying against the 
wall. I picked it up, starting playing it and all 
the gypsies went wild and applauded my play- 
ing! I lived with gypsies for about a year and 
this is how I learned gypsy guitar playing and 
flamenco dancing. During my stay, I had no 
difficulty living among gypsies; the language 
barrier did not affect us. I don't know why, 
but it was probably because the gypsies sensed 
that I have the same blood as them. 

When I returned to Japan, everybody was 
amazed that I was not killed by the gypsies! I 
said, “I'm a gypsy, that’s why I can survive 
among them." 

RB: Have you ever been to America before? 

YT: This is my first time, although I have 
been to Hawaii five times for location shoot- 
ing. 

RB: What were you filming in Hawaii? 

YT: I was starring in a TV drama. During 
one scene, I was hugging my girlfriend and 
many Japanese observers surrounded us. One 
of them asked, “Hey, is this an adult movie?" 
and I said, "Oh, yes!” Then the film crew got 
mad at me! 

RB: Did you enjoy being a guest at G-CON 
‘98? 

YT: Yes, very much. 


YOSHIO TSUCHIYA 

SCIENCE FICTION & FANTASY 
FILMOGRAPHY 

Compiled by Keith Sewell 

US theatrical title is listed, followed by the trans- 
lated Japanese release title and year, alternative 
title (if applicable) and a brief description of role. 

The Invisible Man 

(1954, a.k.a. The Invisible Avenger) Leading 
role as Komatsu the reporter 

Gigantis, the Fire Monster 

( Godzilla’s Counterattack, 1955, a.k.a. 
Godzilla Raids Again ) Supporting role as com- 
mander pilot-Tajima 

The Mysterians 

(Earth Defense Force, 1957) Leading role as 
the Mysterians leader 

The H-Man 

(The Beauty and the Liquid People, 1958) 
Supporting role as Detective Tanoguchi 
Varan the Unbelievable 
(Giant Monster Varan, 1958) Supporting role 
as Officer Katsumoto 
Battle in Outer Space 
(The Great Space War, 1959) Supporting role 
as Koichi Iwamura 
The Secret of the Telegian 
(The Electrically-Transmitted Man, 1960) 
Supporting role as Okazaki 
The Human Vapor 
(The First Gas Man, 1960) Leading role as 
Mizuno. the vapor man 
Attack of the Mushroom People 
(Matango, 1963) Leading role as Fumio Kasai 
Frankenstein Conquers the World 
(Frankenstein vs. the Underground Monster, 
Baragon, 1965) Supporting role as Kawai 
Monster Zero 

(The Great Monster War, 1965, a.k.a. 
Godzilla vs. Monster Zero) Supporting role as 
the Controller of Planet X 

Ultra Q 

(1966, television series) Guest appearance as 
researcher Ono in episode #2, Goro and Goro 

Ultraman 

(1966, television series) Guest appearance as 
Dr. Morita in episode #18, Brother from Another 
World 

Son of Godzilla 

(1967) Supporting role as Furukawa 

Ultra Seven 

(1968, television series) Guest appearance 
as Dr. Tsuchida in episodes #14 & #15, Ultra 
Garrison to the Wesf (a.k.a. Planets in Conflict) 
Destroy All Monsters 
(All Monsters Attack, 1968) Supporting role 
as Dr. Otani 

Yog, Monster From Space 

(Showdown! Giant Monsters of the South 
Seas, 1970) Leading role as Dr. Yukikazu Miya 
Godzilla vs. King Ghidora 
(1991) Supporting role as industrialist Mr. 
Yasuaki Shindo 
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GODZILLA ISLAND 

VINYL FIGURE SERIES 

Released by Bandai Co. 

Item No. G-01 - Godzilla 

G-02 - Mothra Larvae 
G-03 - King Ghidora 
G-04 - MechaGodzilla 
G-05 - G-Force Moguera 
G-06 - Gigan 
G-07 - Anguirus 
G-08 - Space Godzilla 
G-09 - King Seesar 
G-10 - Fire Rodan 

Japanese retail price: ¥600 each* 
*(G-02 - ¥980. G-04 - ¥480) 


Review By Jeff Horne 

The new series of Godzilla Island Bandai 
figures have hit US shores and the results are 
a mixed bag; some look great, while others 
have paint jobs that look sloppy and rushed. 
For the price and overall detail, however, the 
entire set is highly recommended. The figures 
are about 2/3 the size of the original Bandai 
Godzilla series figures, although the vinyl is 
softer than the larger figures. Each figure 
comes with a tag (much like the larger ones) 
that sports a photo from the monster’s film 
appearances, the monster’s English name and 
a code number (G-0 1 through G-10). The first 
and largest wave set high expectations for the 
rest of the series and featured four of the most 
popular Toho kaiju: Godzilla, King Ghidora, 
Mothra Larva and Mecha Godzilla. 

First off, Godzilla (G-01) is a flat blue/ 
black color and greatly resembles the Godzilla 
vs. Space Godzilla Bandai figure. The legs are 
jointed at the hip, while the arms are jointed 
just above the biceps. The neck is also 
articulated and can turn from side to side. The 
tail docs not have a bend like the larger 
version; it is straight. 

Slightly edging out King Ghidora, Mothra 
Larvae (G-02) is the best-looking figure of 
the group. A copper and dark brown color, 
this figure is styled after the Mothra from 
1992’s Godzilla vs Mothra. On the same scale 
as the currently available 1997 Mothra larvae, 
the pose, face and color scheme is different. 
The ffont/head is at an angle, as if the figure is 
■=in mid-stride or readying the silk spray. From 
what I understand, this figure is a smaller 
version of Bandai 's 10” Mothra '92 Larva 
figure, which I saw at G-CON but don't own. 

Next up is King Ghidora (G-03). He is a 
darker gold than the larger Bandai figure that 
was first issued during the release of Godzilla 
vs King Ghidora. The faces of each head also 
bare a much better likeness to the on-screen 


kaiju. Although the necks are not articulated, 
that is the only drawback of this figure. The 
wings are much larger in proportion to the 
body than the previously-released figure and 
are articulated. The legs and tail are also 
movable. Overall, a great King Ghidora! 

Mecha Godzilla (G-04) is typical of what 
we’ve come to expect from the weapon 
featured in most people’s favorite Heisci 
Godzilla film, Godzilla vs Mecha Godzilla. 
Only the arms, tail and neck are movable on 
this figure. The biceps seem to be a bit thin, 
but the engraved detail on the back and side of 
the head and (get this) the undersides of the 
feet make up for any of this figure’s 
limitations. The legs do not move and the 
mouth is closed, but these drawbacks do not 
detract too greatly from the overall quality. 

The second wave of Bandai 's Godzilla 


Island series consists of Anguirus, Moguera 
and Gigan. G-Force Moguera (G-05) is a 
pretty much standard figure; only the arms are 
articulated and the color is as expected. There 
is no movement at the waist or legs. The fin 
on the back is jagged and not smooth, which is 
a nice touch. The tail piece on mine is bent at 
a strange angle (deforming of the soft vinyl is 
a common problem with these figures), but it 
can be easily reshaped with a hair dryer. 
Overall, a nice piece, but nothing special. 

The cream of the crop is without a doubt 
Gigan (G-06). Whereas I’d always felt that 
the earlier version Bandai figure looked like a 
football player with no neck, this one hits the 
bull’s-eye right on. It is aqua blue in color 
with gold-colored fins and torso scales; the 
buzz saw, arms and feet are silver. This figure 
looks perfect and along with King Ghidora, 
it’s my favorite of the entire series; I just hope 
this doesn’t mean that I’ll start rooting for the 
bad guys! 



Bandai's Godzilla Island series of 6" Toho kaiju vinyl figures is an excellent blend of detail and 
quality at an affordable price, recommended for both novice and veteran collectors. 
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Anguirus (G-07) is an exact molding of 
the earlier Bandai figure, only smaller. The 
tag calls it “Boryu Anguirus,” probably to 
differentiate it from the Giganiis, the Fire 
Monster-styled Anguirus. The coloring is 
approximately the same as the non-Mcmorial 
Box Anguirus; it is a milk chocolate shade of 
brown with gold-colored spikes and back 
plate. There are also gold highlights on the 
tail, as well. The only minor drawback here, is 
the figure’s size, which puts it in scale with the 
original Bandai figures, but also seems a bit 
large when compared to the other figures in 
the Godzilla Island series. All four legs are 
articulated, but the neck is glued in place. 

The third wave of the Godzilla Island 
series consists of Space Godzilla, King Seesar 
and Fire Rodan. Whereas each wave has had 
at least one outstanding figure, this wave is 
probably the sloppiest and most disappointing, 
where no single figure stands out. 

The best of the group is Space Godzilla 
(G-08), but even this figure is not that great. 


The paint on the dorsal and claws is sloppy and 
spreads up the joints of the hand, back and 
neck. As the head was not attached when it 
was painted, the color separation between the 
back of the head and the top of the neck is too 
dramatic. The arms are also very skinny in 
proportion to the rest of the body and the joint 
placement on the body makes poseability 
limited. 

King Seesar (G-09) is pretty much just a 
smaller version of the original Bandai figure, 
with the vinyl coloring being a slightly lighter 
shade of brown. I’ve never felt that the earlier 
King Seesar figure did the original character 
justice, so this would have been a perfect 
opportunity for Bandai to redesign the figure, 
although I’m sure that it was cheaper this way. 

The final figure in the third wave is Fire 
Rodan (G-10). Outside of being about one- 
third smaller than the original figure, the 
biggest change here is in the color; the vinyl is 
a bright, “Popsicle red," to quote Fabian 
Medina of Creature Feature Productions. This 


description is right on. As this is my first 
Rodan figure, it is a nice addition to my 
collection, although there is really nothing 
special about it. For anyone having trouble 
getting this figure to stand erect, try bending 
the legs forward a bit, keeping the head 
parallel with the ground as it stands. 

At this time, it has been announced that a 
fourth and final wave will be released in late 
August which will include Mecha King 
Ghidora (G-l I) and the adult Destroyah (G- 
12) with fully extended wings. This wave 
holds great potential. All in all, this series of 
figures is great for both new Godzilla toy 
collectors who are looking to start a Bandai 
collection without spending a lot of money 
and long-time collectors who are looking for 
new items that will take up less precious shelf 
space. The price certainly can’t be beat for an 
imported collectible toy, as a majority of the 
figures in the series cost less than SIO each 
and are readily available through most 
American G-goods dealers. 


AN UNAUTHORIZED 
GUIDE TO GODZILLA 
COLLECTIBLES 

by Sean Linkcnback 

Published by Schiffer 
ISBN# 0-679-88822-5 
Suggested retail price: $29.95 


Review By John Rocco Roberto 

Joining the recent melee of “unofficial” 
books which have hopped onto the Godzilla 
bandwagon since the release of TriStar’s film 

Collectibles by Sean Linkcnback. Long-time 
Godzilla memorabilia collector and owner of 
Showcase Collectibles, a store that specializes 
in import G-goods (see ad this issue — Ed.), 
Linkenback essentially provides the first-ever 
English-language, 176-page tome on collect- 
ing Godzilla merchandise. Notwithstanding 
the excellent Random House G-novels by 
Marc Cerasini, An Unauthorized Guide to 
Godzilla Collectibles is a welcome entry to the 
other less-than-enthusiastic books in this field. 

Inspired by such legendary Japanese publi- 
cations as Godzilla Toy Museum and the pop- 
ular Hobby Japan magazine, this book takes 
readers on a guided tour of the world of 
Godzilla collectibles, from its earliest begin- 
nings with the 1964 Aurora Godzilla plastic 
model kit (yes, the first Godzilla toy was 
produced in America!), through the Marusan/ 
Bullmark years, and right on up to Bandai’s 
popular current vinyl figure series. The book 
itself is divided up into four chapters. Chapter 
One provides invaluable tips on how to start 



Godzilla collecting 
and where to find the 
best places to buy and 
sell. Chapter Two il- 
lustrates a brief history 
of Godzilla toys (no 
easy task) and Chapter 
Three provides a mar- 
ket overview, which 
explains the current 
status of the col- 
lectibles hobby. 

These three chapters, 
along with a two-page 
introduction, take up a 
mere 9 pages. “Why 
so short?" you might 
ask. To make room for 
all the good stuff, of 
course! 

What follows be- 
ginning with Chapter 
Four is 159 pages of 
toys, toys, toys! 

(Well, not exactly...) 

Chapter Four, entitled 
“Godzilla— All The 
Collectibles," covers 
everything from activ- 
ity items (kites & wa- 
ter guns) and anima- 
tion cels to books, 
magazines and 

fanzines (hey, how come Kaiju-Fan isn’t 
listed?) to videos and laserdiscs. The reader is 
treated to a wide selection of Godzilla materi- 
als, from board games to ashtrays — even a 
Godzilla electric shaver! A good portion is 
devoted to model kits, as every type of 
Godzilla model produced is covered, from the 


vintage Marusan Plamodcl series (among the 
rarest of all G-collectiblcs) to the more recent 
vinyl, resin and plastic kits including some of 
the more famous garage kits. 

The meat of the collectibles section, how- 
ever, focuses on theatrical posters and lobby 
cards and it is here that Linkenback really 
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shines. Illustration after illustration 
documents all of the 22 Godzilla 
films including alternative Japanese 
and American posters, as well as ma- 
terials from 15 foreign countries, giv- 
ing the reader a chance to see how 
Godzilla was promoted both in and 
outside of Japan. The 52-pages that 
comprise this section are without a 
doubt the most comprehensive 
Godzilla poster listing compiled to 
date. The only minor complaint is 
that some of the photos are not large 
enough (obviously due to space limi- 
tations) and simply don’t do some of 
these remarkable items justice. Hope- 
fully, Linkenback will someday pro- 
duce a book dealing exclusively with 
posters and remedy this “problem.” 

The last section of Chapter Four, 
which also dominates a large portion 
of the collectible listings, is devoted 
to the various toy figures which have 
been released over the years. All 
areas are covered, from vinyl to 
diecast toys, with a complete listing 
of all Marusan, Bullmark, Ya- 
makatsu, Bandai and Trendmasters 
figures released to date. The date of 
issue, and any variations of a given 
figure, if applicable, are listed as well. 

With vinyl figures being among the 
hottest of all G-collectibles, this is 
probably the most important section 
that fans would want to see covered 
and this book delivers the goods 
handsomely. 

One of the most difficult areas of 
collecting that An Unauthorized 
Guid e t o G od z i ll a Collectibles tackles 
with mixed results is the price guide. 

While it is almost impossible to accu- 
rately set prices for items which are 
sold by such a relatively small section 
of independent toy retailers (a point 
Linkenback makes clear in the intro- 
duction), the pricing tends to be inac- 
curate, on average representing the 
lower range of what one could be 
expected to pay for these items. For 
example, the price guide values the 
much-sought-after Bandai Baragon 
figure (page 152) as $125-5175, yet I 
have seen it consistently sell at kaiju 
conventions for around $250. An- 
other example is the Bandai G-Force 
Mogera (page 157), which after shopping 
around I recently purchased for $65, but is 
valued in the book at $20-$35. There are 
many extraneous factors involved in setting 
values for Godzilla collectibles (which 
Linkenback also notes), including the yen-to- 
dollar exchange rate, as well as the shipping 
and customs costs required to import such 
items to America. Attempts to compile such a 


fascinate the reader. (Top): A sampling of rare posters and lobby card sets and (above) vintage vinyl toys. 


price guide can be frustrating at best, so while 
some of the prices listed should be taken with 
a grain of salt, Linkenback should be com- 
mended for his effort to make some sense out 
of a very complex area of the market. 

The book finishes with a helpful appendix 
which lists conventions (what, no G-CON7), 
retail sources for kaiju toys and the various 
kaiju-related magazines that are currently 


available on the market. 

Overall, An Unauthorized Guide to 
Godzilla Collectibles is an enjoyable read and 
an invaluable resource for any American 
Godzilla fan to own. Whether you are just 
beginning to discover the world Of Godzilla or 
have been collecting for years. An Unautho- 
rized Guide to Godzilla Collectibles is highly 
recommended for the novice and expert alike. 
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rich detail, and as such, is without parallel in 
the US market. And without exceeding the 
intended scope, the book’s format works very 
well, introducing the reader to the more tech- 
nical aspects of the creature effects process 
without venturing into the boring, stagnant 
waters that special effects magazines like 
Cinefex frequently tread. In short, the book 
has been laid out so that both novice and 
experienced fans will be able to enjoy learning 
about and appreciate the efforts that went into 
creating the film’s monster, even if they found 
the film itself to be less than entertaining. 

One of the most interesting aspects of the 
book is the early design work done by 
Tatopoulos, including the actual sketches and 
maquette that sold the concept to Toho. While 
many of these designs reinforce the monster’s 
obvious Alien-e sque influence, there are also 
many intriguing details that didn’t make it into 
the final design, including several sketches 
that feature a radioactive flame breath. It’s 
also interesting to see that many of Tatopou- 
los’ designs were basically cannibalized and 
reproduced for a majority of the product- 
related artwork that was used for Godzilla. 

Although there are several grammatical er- 
rors in the English-translated section, the in- 
tent can be clearly understood. What’s more, 
the text isn’t dry or humorless, as exemplified 
by such chapter titles as “You Want Me To 
Design What?” or the closing line, “Now how 
about some sketches for Mothra?” 

Overall, The A ll of G odzilla is highly rec- 
ommended for fans as well as critics of Tri- 
Star’s Godzilla, if not to gain insight on the 
special effects process behind the film, then to 
simply sec how a truly outstanding Godzilla 
tie-in product should be produced. 


Early concept art for TriStar’s Godzilla, such as the example depicted above that was used to sell 
Toho executives on the concept, demonstrate the obvious Alien influence in Tatopoulos’ design. 


Review By Jim Cirronella 

With the release of Hollywood’s big- 
budget Godzilla film, it would be logical to 
assume that for once American kaiju fans 
would have the upper hand on their Japanese 
counterparts in the area of G-merchundisc. 
After all, Japan has always seen a wide variety 
of high quality tie-in products released in con- 
junction with their own domestically- 
produced Godzilla films, so now it’s Amer- 
ica's turn, right? Wrong! Published for re- 
lease exclusively in Japan, The Art of Godzilla 
demonstrates that not only does the Japanese 
market always have the most outstanding 
kaiju-related merchandise, but in comparison, 
this book shows exactly what is wrong with 
the mundane products that are typically asso- 
ciated with the US market. 

The Art of Godzilla is essentially a photo- 
graphic journal by creature and effects de- 
signer Patrick Tatopoulos which details the 
process of creating the updated, 90s version of 
the King of Monsters. The book’s 86 pages 


are essentially di- 
vided into 1 1 chap- 
ters (including a brief 
introduction) which 
cover the designing, 
building and execu- 
tion of Godzilla ' s on- 
screen kaiju, includ- 
ing the full-body 
adult Godzilla suit, 
the giant 1/6 scale 
mechanical bust 
(bigger than Jurassic 
Park's T-Rex) and 
the Baby Godzilla 
suits. Although the 
text is provided in 
both English and 
Japanese (the mind 
reels when consider- 
ing the possibility of 
any future Japanese 
G-books being re- 
leased in this fash- 
ion), a majority of the 
book is visual in na- 
ture, comprised of hundreds of never-before- 
secn color photos, many taken by Tatopoulos 
himself, which illustrate for the reader in step- 
by-step detail the design and effects process. 
Due to the secrecy surrounding Godzilla, a 
minimal amount of visual material on the new 
monster, especially behind-the-scenes photos, 
actually made it into any of the US books; it is 
in this area that The Art of Godzilla delivers in 


THE ART OF 
GODZILLA 

by Patrick Tatopoulos 

Edited by Takihiko “Taki” Mamiya 

Published by Tokyo Keizei 
ISBN# 0-679-88822-5 
Japanese retail price: ¥3,800 
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HO: Yes. 1 then began work- 
ing on a giant robot animation 
called Braiger. (Galactic Cy- 
clone Braiger was released in 
1981 by Movie International .) 

KF: What was the first film or 
television program that you de- 
signed kaiju for? 


KF: And then which designer cre- 
ates the final design? 

HO: Sometimes I will, sometimes 
it will be a different designer, like 
Mr. Yoshida. ( Minoru Yoshida has 
designed kaiju for numerous Toho 
sci-fi films, including most of the 
Heisei Godzilla films.) 


HO: I first designed kaiju for 
Metalder for Toei. Following 
that, I did design work on the 
animated series. Samurai 
Troopers. People from Toei 
Company had seen my work 
and asked me to work on their 


KF: And that led to your work 
designing kaiju for films and 
television? 


Godzilla films since Godzilla vs. Biollante 
[1989], a position that he also filled on a 
majority of the special effects films produced 
by Toho during the 80s and 90s.) 


KF: What was the first film that you worked 
on for Toho? 


HO: Yamato Takeru, for which I worked on 
designs for the Yamato no Orochi (the eight- 
headed hydra) and all the other monsters. I 
drew many designs, but unfortunately they 
didn’t use them. (Yamato Takeru was re- 
leased by Toho in 1 994. ) 


KF: How many different designers arc work- 
ing on each film? 


HO: Maybe four or five. 


KF: What is involved in the process of de- 
signing kaiju for these films? 


HO: First, everyone reads the 
script to get an idea of the monster. 
Before meeting with the director, I 
will form an image of the character 
and draw my first impressions. 
This design is then shown to the 
(special effects) director. Maybe 
Mr. Kawakita will choose some 
parts from my design or some from 
another designer’s work. He will 
choose the best points from each to 
use in the final design. 


KF: There is no process for choos- 
ing which designer? Is any one 
designer higher up thah the others? 


Hideo Okamoto displays his original concept design for Godzilla Junior 
from Godzilla vs. Destroyah. (Inset): Another of Okamoto's sketches for 
Godzilla Junior, which is amazingly similar to TriStar’s Godzilla design. 


HO: Only Mr. Kawakita can de- 
cide the final design and that is the 
design that will be finished. Or 


Illustrator Hideo Okamoto does for a living 
what every kaiju fan would gladly do for free: 
he designs the monsters in Japanese sci-fi 
films and television series. After getting his 
start at a design company where he helped to 
design toys, Okamoto 's first stint in the field of 
tokusatsu television was designing kaiju for 
Toei Company's Cho Jinki Metalder (Super 
Man-Machine Metalder, 1988). Since then he 
has worked for most of the major players in 
the business including Toho. Bandai and pub- 
lishing giant Shogakukan. 

A big fan of the kaiju eiga genre. Okamoto 
traveled to America last May for the premiere 
of TriStar's Godzilla and to attend G-CON 
'98. He took some time out from enjoying the 
convention to talk shop with Kaiju-Fan. 

Kaiju-Fan: Please explain your work as an 
illustrator and designer. 

Hideo Okamoto: At first, I 
worked for a design company, 
designing toys. While working 
for that company, I designed 
Zoids and some character 
watches, etc. After that, 1 be- 
came a freelance designer. 

( Zoids are a Japanese toy line 
that was released by Tomy in 
the early 80s.) 


Interview By 

JIM CIRRONELLA 

Translation By 

TAKAHIKO “TAKI” MAMIYA 


television programs. (Yoroiden Samurai 
Trooper was produced in 1988 by Sunrise 
Animation; the series was later released in the 
US as Ronin Warriors in 1995.) 

KF: How did you become involved working 
in kaiju films for Toho? 

HO: Mr. Mamiya introduced me to Toho. 
Mr. Kawakita had asked him for someone who 
could do kaiju design work and so he intro- 
duced me to Mr. Kawakita. ( Koichi Kawakita 
was special effects director on all Heisei 



maybe Mr. Wakasa of Mon- 
sters will also help with the 
design; he will make a proto- 
type maquette of the monster 
as well, (i Shinichi Wakasa is 
the director of Monsters, the 
company responsible for pro- 
ducing many of the kaiju suits 
used in the Heisei Godzilla 
films, including both Space 
Godzilla and Destroyah.) 

KF: Is there ever any input 
from the toy companies who 
will market the toys as to how 
the monsters should look? 

HO: The system is different 
for each company. At Toei, 
for example, one character will 
be assigned to one designer. 
Although the system is totally 
different for films and for tele- 
vision, both ways work for me. 



Okamoto (center) shares a copy of Kaiju-Fan on the set of Masked Angel 
Rosetta, a new henshin hero tele-series for which he designed the characters, 
including the title heroine (right) and God Mask Fallon (left). 


KF: What does it mean that one character is 
assigned to one designer? 

HO: For example, Toei will order work to 
one design company and that design company 
will assign one character to a single designer. 

KF: What is your current project? 

HO: Now I am working for another company 
designing characters for a super heroine televi- 
sion series called Kamen Tenshi Rosetta 
(Masked Angel Rosetta). The name is derived 
from the Rosetta Stone, which is an Egyptian 
stone. I'm not only designing the characters, 
but I am also creating the story concept and 
script, so I am involved in the planning, too. 

KF: Which company is producing this series? 

HO: Tsuburaya Eizo. 

KF: Is Rosetta a giant hero? 

HO: Rosetta is a human-sized, transforming 
heroine. It is a midnight television series, so 
the nature of the programming is for adults. It 
is being made for the Kamen Rider generation, 
for the adult fans. 

KF: Who is your favorite character that you 
designed? 

HO: I like the new Mothra. 1 also like 
Arajibirei from B-Fighter Kabuto. (Okamoto 
designed the adult Mothra seen in Mothra 2 
[1997]. B-Fighter Kabuto is a 1996 tele-series 
from Toei ; see Kaiju-Fan #6 for more info.) 

KF: What type of monster is Arajibirei? 


HO: It is a one-eyed, rock monster from the 
series, B-Fighter Kabuto. It was a robot-type 
monster. (Arajibirei appears in epsiode #37 of 
B-Fighter Kabuto entitled, " Defeat the New 
Immortal Monster. ") 

KF: What do you like about this character 
that makes it your favorite? 

HO: 1 had discussed with the producer for a 
long time my ideas to make a new type of 
monster, so the process of finally realizing this 
character was very satisfying for me. 

“When we make Godzilla 
in Japan, we have to think 
about the man in the suit. 

In America, they only have to 
worry about the design... 

But when I start a design, 

I always have to think about 
that part, so that is 
the big difference in our 
methods of designing kaiju. ” 

KF: And what did you like most about de- 
signing the new Mothra? 

HO: I like the face and the image that was 
incorporated into the design. I used the com- 
bined image of a Stealth fighter and a Japanese 
sparrow moth; that was my inspiration. 

KF: Which do you find easier to design, 
organ ic-typc or mechanical-type characters? 

HO: I don't think about designing that way. I 


just form an image of what I 
am going to design from read- 
ing the script, so neither type 
of character is easier for me. 

KF: And what would you like 
to do in the future in regards to 
designing characters? 

HO: Now I am creating all the 
designs for the heroes and 
monsters in Rosetta. I would 
also like to design game char- 
acters. I would like to be more 
involved in the concept plan- 
ning. 

KF: Did you enjoy coming to 
G-CON and what did you 
think of the American fans that 
you met? 

HO: Yes, I enjoyed G-CON. 

I am very surprised to leant 
that American fans know so many details 
about Japanese sci-fi movies and television 
programs! 

KF: What did you think of TriStar’s Godzilla 
movie? 

HO: (silence) ( laughter ) 

KF: “No comment.” ( more laughter) What 
about the design of the new Godzilla? 

HO: The design of the new monster is cool! 
But maybe the other elements of the film don’t 
support the character of Godzilla very well. 

KF: What did you like about Godzilla’s 
design? 

HO: The overall shape of the monster, among 
other things. I think that if I was designing 
Godzilla now, I would take a similar approach 
as well, sort of like this (points to his design 
artwork for Godzilla Junior). 

My design for Godzilla Junior (from 
Godzilla vs. Destroyah, 1995) was a similar 
approach to what TriStar did with Godzilla, 
but I worked on it several years before I had 
actually seen the TriStar Godzilla design. Mr. 
Mamiya had shown my Godzilla Junior design 
to (TriStar Godzilla designer) Patrick Tatapou- 
los when the TriStar design was still a secret 
and Tatopoulos said, “This looks like my 
Godzilla." So we took the same approach. 

When we make Godzilla in Japan, we have 
to think about the man in the suit. In America, 
they only have to worry about the design; they 
aren’t thinking about designing around a man 
in a suit. But when I start a design, I always 
have to think about that part, so that is the big 
difference in our methods of designing kaiju. 


wmm'm 

WHAT'S NEW & HOT IN THE WORLD OF JAPANESE SCI-FI COLLECTIBLES 


by Jim Cirronelia 

The theatrical release of TriStar’s Godzilla 
has brought about the largest influx of new 
kaiju collectibles in Japan since the release of 
Godzilla vs. Destroyah in 1995. Here’s a look 
at some of the more outstanding product re- 
leases from the past few months. 

Bandai’s Godzilla Island Figure Series 

The biggest news for collectors is the intro- 
duction of a 6" vinyl kaiju figure series from 
Bandai called Godzilla Island. Based upon 
previously-released figures, yet downsized 
from their original 8” scale, the line features 
twelve popular Toho monsters including 
Godzilla, MechaGodzilla, Mothra Larva, King 
Ghidora, Gigan, Angilas, G-Force Mogera, 
Space Godzilla, King Seesar, Fire Rodan, 
Mecha King Ghidora and Destroyer (final 
form). This product line has been based on the 
recent morning TV program, Godzilla Island , 
which began airing in Japan last September, 
although Bandai representatives report that the 
release of TriStar’s Godzilla film was the pri- 
mary factor for marketing the new figures. 

( Editor's note: For more informa lion and an 
in-depth review of the Godzilla Island line, see 
the product review on page 42 of this issue.) 

Bandai Godzilla Candy Toy Series 

The Godzilla candy toy arena has exploded 
in Japan with many new product releases, the 
first of which is Gojira ChoZenshu (Godzilla 
Super Collection ), a series of 1” super- 
deformed vinyl figures packed one per box 
with a mini-trading card for ¥100. Released 
prior to the TriStar Godzilla film, the initial set 
featured Godzilla ‘54, Godzilla‘62, Godzilla 
‘64, the Heisei Godzilla, Destroyer, Space 
Godzilla, New MechaGodzilla, King Ghidora, 
Aqua Mothra and Dagahra. A second set was 
released featuring the USA Godzilla (two ver- 
sions), the USA Baby Godzilla, Fire Rodan 
and Mecha King Ghidora. Unfortunately, the 
remaining figures were simply re-colored re- 
issues from the first set, including an orange 
vinyl Heisei Godzilla being offered as 
“Burning Godzilla.” 

Other candy toy releases include an all- 
new set of 2” fully-painted figures with dio- 
rama bases called Best of Godzilla. Included 
in this set are Godzilla ‘54 vs. Mothra Larva, 
Godzilla ‘65 vs. King Ghidora, Godzilla ‘64 
vs. Rodan & Mothra Larva, Heisei Godzilla 
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tion of Destroyer, Death Ghidora and USA 
Godzilla figures. 


Bandai HG Capsule Toy Series 

Without a doubt, the hottest of all the mini- 
figure collectibles in Japan is Bandai’s High 
Grade (HG) capsule toy series. Previously- 
released sets featuring classic tokusatsu televi- 
sion heroes such as Kamen Rider, Robocon 
and Ultraman have now become eagerly 
sought after by collectors. Bandai continues to 
turn up the heat with the latest Godzilla series 
of 3" fully-painted Toho monster figures 
called HG Godzilla 4. This set includes Burn- 
ing Godzilla, Godzilla ‘98 (USA), Angilas, 
Godzilla Junior, Gigan and MechaGodzilla 
‘74. These capsules retail in Japan for ¥200 
each and are commonly available in vending 
machines at most toy and hobby shops. On 
deck to coincide with the theatrical release of 
Mothra 3 is HG Godzilla S, which will in- 
clude Godzilla ‘89 (BioGoji), Rodan ‘56, 
Baragon, Gorosaurus, Mothra ‘98 and new 
King Ghidora. Stay tuned for a complete 
year-end update of Bandai’s entire HG capsule 
toy line in the next issue of Kaiju-Fan. 


vs. Space Godzilla and a USA Godzilla with a 
USA Baby Godzilla, each retailing for ¥200 
per box. A nice touch to these small diorama 
sets is the addition of clear blue plastic heat 
rays and dorsal plates for the monsters. 

Adding to the popular line of 4” PVC kaiju 
figures that Bandai’s candy toy division has 
released over the years comes Hyper Godzilla 
(1 figure per box for ¥300 each). While the 
majority of this eight-figure set are re-issues, 
there are some notable new additions to the 


line such as Godzilla ‘62, Godzilla ‘64 and a 
USA Godzilla. Furthermore, the set’s Heisci 
Godzilla figure is a previously-issued Burning 
Godzilla minus the painted-on heat effect. 

Following Bandai’s popular Godzilla Mon- 
ster Museum candy toy figure set comes 
Godzilla Island, a set of twenty-six 1” figures 
with a monster island diorama base. These 
figures have been previously released in sets 
such as Heat-up Godzilla and Godzilla Battle- 
field, although the new set features the addi- 


R.I.C. Godzilla & Toho Monster Figures 

Also inspired by TriStar’s “Year of 
Godzilla,” a new line of 30cm Godzilla and 
classic Toho monster vinyl figures designed 
with the serious collector in mind are being 
planned by R.I.C. Company, Ltd. in associa- 
tion with X-Plus. The first of these limited 
edition “garage toy" figures to be released is 
an excellent rendition of the original Godzilla 
1954 prototype maquette. This version is the 
final design sculpture for the 1954 film, which 
appeared in many publicity stills. The figure 
is limited to 2000 pieces, with 400 each of 
brown, green and blue painted versions being 
produced; 400 each of both brown vinyl and 
blue vinyl unpainted versions have also been 
released. Each figure comes with a serial- 
numbered plate, a wooden display plaque and 
a female “victim” for Godzilla to hold (as seen 
in several publicity photos). The figure retails 
for ¥6,800 in Japan. 

Next up from R.I.C. is a USA Godzilla 
1998, an Abominable Snowman figure from 
the 1955 film, Half-Human, Anguirus from 
Gigantis the Fire Monster, an earlier prototype 
sculpture of Godzilla 1954 and Matango 
(a.k.a. Attack of the Mushroom People). 

Medicom’s Super Action Heroes 

Mcdicom has released a 12" Godzilla 1954 
figure as part of their Super Action Heroes 
line. These figures feature articulated Combat 


Bandai candy toy mania is upon us! (Opposite page, left row, top to bottom): Hyper Godzilla series USA Godzilla, Godzilla '62 and Godzilla ‘64; I 

(middle row, top to bottom): Hyper Godzilla series Godzilla ‘54, Best of Godzilla series Godzilla vs. Rodan & Mothra (larva) and Godzilla vs. Space 
Godzilla; (right row, top to bottom): Best of Godzilla series USA Godzilla with Baby Godzilla, Godzilla vs. Mothra (larva) and Godzilla vs. King 
Ghidora. (Opposite page, bottom): Godzilla Island mini-figure set with diorama base. (This page, top): Vending machine display for HG Godzilla 4 
capsule toy series; (above left & middle) Godzilla Super Collection sets 1 & 2; (above right): Yutaka's Plahero series USA Godzilla 5* vinyl figure. | 




Joe-stylc bodies (similar to Hasbro’s G.I. Joe) 
outfitted with costumes of popular Japanese 
sci-fi movie and television characters. A lim- 
ited edition version of the Godzilla 1954 fig- 
ure includes a realistic Godzilla "suit” and an 
authentically-styled Combat Joe figure with 
shirt and shorts, similar to the now sought- 
after collectible that was produced many years 
ago by Takara. This special version retails for 
¥1 1 ,900 and is limited to 5,000 pieces. 

Marmit’s Vinyl Paradise Series 

Marmit shows no signs of slowing down as 
they continue to expand their Vinyl Paradise 
line of 10" vinyl kaiju figures. Adding several 
new entries to their Toho monster series, Mar- 
mit has issued a Frankenstein figure from 
Frankenstein Conquers the World, which 
marks the first time that this character has been 
released as a vinyl toy. Additionally, Marmit 
has also released an updated version of 
Baragon that is more correctly proportioned 
to the Frankenstein figure than their earlier 
version. Also in release from Marmit as part 
of their Toho kaiju series is Ebirah from 
Godzilla vs. the Sea Monster, the 1955 version 
of Angilas from Gigantis the Fire Monster, 
Megalon, original style King Ghidora and 
Gigan. Ebirah has been released in both a 
standard red vinyl version and a “limited edi- 
tion” green vinyl version. 

Marmit has also released a figure of the 
North Korean kaiju, Pulgasari, to coincide 
with the film's first-run theatrical release in 
Japan. Black vinyl and red vinyl versions of 
the figure are available, as well as limited gold 


Submitted for your approval from The Kol- 
lectible Kaiju Zone: (clockwise, from far left) 
Medicom's Real Action Heroes series 
Godzilla 1954: Marmit's Vinyl Paradise se- 
ries Satan Rose, Pulgasari and Ebirah, 
vinyl figures. (Bottom, from left to right): 
Baragon and Frankenstein from Franken- 
stein Conquers the World, Angilas '55 and 
original style King Ghidora. 
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versions of Pulgasari and Chibigasari (the 
early doll-like form of the monster) that were 
offered at the Tokyo theater showing the film. 

Marmit has also expanded their line of 
Giant Robo vinyl kaiju figures with the release 
of Grovar (a.k.a Nucleon), Satan Rose (a.k.a. 
Gargoyle Vine) and Gangar (a.k.a. Giant 
Claw) for ¥3,800 each. Gangar has been 
issued in both red and blue vinyl versions. 

Marmit’s Vinyl Para Baby series of 5” 
kaiju figures from the Ultra Q series has also 
been expanded to the breaking point. The 
newest releases in this line include Kanegon 
& Larugeus, Ragon & Balloonga, Gorgos & 
Peter, Goro & Namegon and Jirass & Littra. 
Each 2-figurc set retails for ¥3,800. 

M-Ichigo Kaiju Vinyl Series 

M-lchigo (M-l) continues their kaiju vinyl 
line with the release of several new Toho kaiju 
figures. In addition to their standard size 8" 
figures, M-l has begun to issue replicas of 
vintage Bullmark mini-size 4” vinyl figures. 
Since original issues of these figures can easily 
command several hundred dollars apiece, 
these re-issues are an affordable alternative for 
the serious vinyl figure collector. 

Currently in release are the Shobijin, the 
twin fairies from Mothra — first reported by 
Kaiju-Fan back in issue #5! Unlike most M-l 
vinyl figures, there is no color variation for 
these figures (the darker color issued usually 
represents a Marusan version, while the 
brighter color issue represents a Bullmark ver- 
sion). Instead, the two “mirror-image" figures 
come packaged together, with the addition of a 
pair of mini Mothra larvae for ¥9600. 

Also in release is Magma, the giant walrus 
from Gorath , packaged with a mini Angilas 
for ¥4800. Magma is issued from the same 
mold as M-l’sTodola ( Ultra Q walrus) except 
that it is red vinyl with blue paint, while the 
latter figure is blue vinyl with silver paint. 
Manda, the giant sea snake from Atragon, has 
also been released for ¥4800 in both blue and 
pink vinyl versions. A mini Hedora figure 
has been packaged with each version as well. 

Next up from M-l is a 4-foot Kanegon 
vinyl figure, as well as a real type Matango 
vinyl figure to be issued in conjunction with 
the Toho video release of the same film. 

Bare Model’s All Yokai Collection 

Bare Model has introduced a series of mini- 
vinyls from Daiei's popular ghost film trilogy, 
A three-pack of 4” water spirit figures from 
Yokai Daisenso, as well as a 4" vinyl Daimon 
figure have been released — the perfect Hal- 
loween gift for the spooky-minded kaiju fan. 



More kollectible kaiju from Japanl (Top left): M-1's twin Shobijin vinyl dolls; (top right): M-1's Magma, the giant walrus from Gorath; (middle): 
R.I.C.’s Godzilla 1954 prototype vinyl figure, with display base and female figure (right) and in close-up detail (left). (Bottom, from left to right): Bare 
Model's All Yokai Collection featuring Kappa, Umibouz, Umiperorin and Daimon from the Daiei ghost movie, Yokai Daisenso. 
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(Above): G-CON organzier John Rocco Roberto gives new convention security the 
thumbs up (in actuality, an amazing MechaGodzilla costume built by Paul Gavins). 
(Below): Jay Johnson is electric as he leads the Southern Rock All-Stars' jam 
during the Saturday evening Costume Party. 

(Below right & inset): Kaiju fan Mike Acker traveled to G-CON '98 in style on his 
custom-nainted G-motorcvde. 


(Above): Celebrity guest Yoshio Tsuchiya enjoys his Q&A 
session with the fans, as Yoshihlko Shibata (left) translates. 
(Below): After 22 films, Godzilla has finally met his match! 




Over 650 kaiju fans packed the Radisson 
Hotel in Arlington Heights, 1L last May, 
making G-CON ‘98 the ultimate Japanese 
sci-fi convention of the year. We’ll have 
full coverage in the next issue of Kaiju-Fan, but you can enjoy this 
2-page photo gallery featuring highlights from the show right now! 




(Below Left): Could this be the infamous G-Mafia? 

(Below): Dennis Lancaster poses with his incredible Mothra Larva suit during 
the Costume Contest, as MechaGodzilla stands guard in the background. 


(Above): Friday night at the movies with G-CON's special guests 
(from left) Shigeko Kojima, Ken Satsuma, Voshio Tsuchiya, Haruo 
Nakajima, Carol Roberto, John Roberto and Jay Johnson. “I 
thought we were going to see Lethal Weapon 4" snarls Satsuma. 
(Above right): Cybersaur vs. KinGojl during the G-CON Costume- 
Contest (kaiju suits created by Eric Yee and James Thompson). 
(Right): Gertrude Smith takes a much-deserved break from the 
G-CON Online Internet room to hang out with pal, Ken Satsuma. 
(Below): At the awesome Creature Feature Productions display in 
the dealers room, Fabian Medina sez, "What do you mean the 
backing tables ain't free?" 
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by John Rocco Roberto 
and Jim Cirronella 

With the release of recent Ultraman televi- 
sion series, movies and original videos, there’s 
no doubt that Japan is currently being swept 
up in a wave of Ultra-mania. As such, there 
has been an abundance of Ultraman-rclatcd 
festivals and attractions throughout Japan in 
the last two years. Although primarily geared 
towards children, these family-oriented events 
are a great way to further enjoy your favorite 
giant hero for those lucky enough to attend. 

The primary focus of these festivals and 
attractions is the exhibit area featuring Ultra 
character displays from the various TV series 
and films. Diorama “battle scenes” are con- 
structed using full-size Ultra heroes and mon- 
sters (some of which move with the aid of 
animatronics) and are highlighted with light- 
ing, smoke and sound effects to create the 


proper atmosphere. Quite often, there will be 
also be at least one exhibit featuring a giant- 
size hero or monster that never fails to inspire 
awe from the attendees. As an added bonus, 
the diorama displays sometimes feature actual 
props or costumes from recent television se- 
ries. When it isn't possible for these items to 
be displayed in an exhibit, you will often find 
display cases full of authentic props. Ultra 
kaiju masks, scripts and design sketches. For 
US fans, the opportunity to view actual props 
from the various Ultra programs is rare, yet in 
Japan it is often taken for granted at these 
events. 

In keeping with a children-oriented theme, 
the festivals often feature games and activities 
for the kids. One such example would be a 
"pitch and toss” game where the attendees are 
challenged to throw a small ball at targets 
mounted on full-size figures of Baltan and 
Twin Tail and other Ultra monsters. Upon 
hitting the target, each 
monster will move and re- 
spond with characteristic 
sound effects. 

Another prominent sta- 
ple of these events is the 
live performance; depend- 
ing on the venue where the 
festival is being held, 
these stage shows can be 
quite elaborate, featuring 
your favorite heroes and 
monsters in a live play, 
coordinated to pre- 
recorded voices and sound 
effects. These perfor- 
mances feature excellent 
stunts and choreographed 



An enormous 2-Ton alien display waits for the 
spectators to arrive. PholO by John Rocco Roberto 


battles, while also providing a message for the 
children, such as the importance of the Ultra 
brothers working together as team. 

Of course, no Ultraman festival would be 
complete without a goods shop in which to 
buy every conceivable product the Ultra en- 
thusiast could ever want. From children to 
adults of all ages, the Ultra festivals have 
something to appeal to the child-like wonder 
that lives in each and every Ultra fan. 


(Top photo): A gallery of Ultra heroes at the 
1998 Ultraman Festival in Tokyo Dome. 

Photo by Jim Cirronella 
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(Top right): The GUTS Machine De La Mu from Ultraman Tiga, on display at the 
Ultraman Mega Fight. (Middle): Ultraman Great challenges the sea beast Kodara in 
an eerie display. (Left): Larry Wauchop and friend relax before the towering Queen 
Monera. (Above): Dyna and Tiga team-up against a new foe. Phoios by Norman England 


Tiga and Dyna. Just inside the 
nearby entrance is the first of the 
props, a Super GUTS car used in 
both the new film and the Ultraman 
Dyna television show. 

Continuing inward, you enter a 
darkened “control room” where you 
are warned by a recorded voice of a 
villainous new threat to Earth. 
There are some lighted 
statues of old Ultra kaiju 
foes, and then you are 
prompted into the next 
darkened room by a pro- 
jected image of this new 
villain. From there you go 
into room after room of 
life-size (well, human- 
size) dioramas of battles 
between various Ultra 
heroes and their more 
famous foes, complete 
with sound effects, laser- 
beams and strobe lights. 


Some of the scenes featured in- 
cluded Ultraman Great vs. Kodara, 
Ultraman Jack vs. Bcmster and Ul- 
traseven vs. Eleking. The figures 
either moved, shot water or light or 
just stood there, looking menacing; 
an occasional monster or spaceship 
would circle overhead on a wire 
every so often. 

The biggest and most impres- 
sive diorama was devoted to the 
new movie. On one side of the 
room, there was a large cityscape 
with Tiga and Dyna in their fa- 
mous battle poses. On the oppo- 
site side of the walkway for exhibit 
goers stood the huge monster, 
Queen Monera. An especially cool 
touch was a big laser light that would shoot 
between the two heroes and over the heads 
of the spectators to “blast” the alien creature. 

The last diorama room held the hall of 
the Ultra heroes, in which a statue of every 
Ultraman (or woman) was gathered. The 
final room of the exhibit was a prop display 
with original costumes, guns, helmets, 
scripts and a few monster bits. 


ULTRA MEGA FIGHT 
at Hirakata Park in Osaka 

by Larry Wauchop 

For those of you who arc unaware of it, 
Japan is an extremely consumer-based soci- 
ety. For every new monster film, Super 
Scntai television scries or original video ani- 
mation (OVA) that is released, there is the 
inevitable flood of toys, model kits, vending 
machine prizes, CDs, phone cards, etc. to 
boost the popularity of the show in question. 
In tum, the shows boost the sale of the mer- 
chandise in a sort of symbiotic relationship. 
It has even been said that new series of 
Ultraman, Kamen Rider or Power 
Rangers arc created each year sim- 
ply to bring out a whole new line of 
products! (This is the most likely 
reason why the Japanese rarely see 
a second season of the same TV 
show, no matter how popular it is.) 

A frequent off-shoot of these 
upcoming movies and TV programs 
a temporary festival or exhibit 
created to promote the characters 
related to the new release. Some- 
times these are traveling exhibits, 
and other times they are connected 
to just one theme park. I attended 
ne such event on March 29, 1998. 

From March 13 to June 21, 

1998, Hirakata Park, a large 


amusement theme 
park in Osaka, was 
host to one such festi- 
val called Ultraman 
Mega Fight. This co- 
incided with the re- 
lease of the new 
movie, Ultraman 
Tiga & Ultraman 
' Dyna, released i 
March 14. An ii 
pressive set-up, the 
first thing that you 
see upon reaching the 
exhibit area are big 
statues of the two 
newest Ultra heroes, 
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Of course, the end of the exhibit featured 
a large merchandise hall full of every con- 
ceivable Ultra item known to man. Loads of 
Bandai figures, model kits, bins full of vinyl 
finger puppets, stuffed Ultra characters of 
every size, towels, books, candy, etc. were 
on sale — even an Ultraman-shaped coat 
hanger and toilet paper holder! There were 
also vending machines shaped like monsters 
and an Ultraman coin-automated ride! One 
neat activity was the opportunity to make 
yopr own personalized souvenir. For ¥1,500 
(about S 1 2 at that time), you could have your 
photo taken between two Ultra hero man- 
nequins and then have that photo converted 
into a real, working Japanese phone card; a 


unique one-of-a-kind me- 
mento! 

At the start of the exhibit, 
you were able to buy a nice 
program book about the festi- 
val; at the end, you could then 
stamp four big, round ink 
stamps into the book, which is 
another souvenir-type activity 
that is commonly done 
Japan. All in all, it was a great 
exhibit that had lots to sec, lots 
to buy and was fun to attend. 



A puppet display from the Ultra P television series. 


Test your skill and hit the Ultra kaiju target! 


(Left): An incredible 
display of masks, 
props and design 
artwork from the Ul- 
traman Tiga series, 
including masks for 
the monsters Riga- 
tron (foreground) & 
Gorza II (far right). . 
(Right): Hundreds of 
fans attend a live 
Ultra stage show at 
a Tokyo amusement 
park. Photo! bv Jim 
CirroncII* 



Ultraman 


Special 30th anniversary 
collection volume 1 

Expressions In Animation, Inc. is proud to 
announce the release of Ultraman™ — the 
Special 30th Anniversary Collection on home 
video. 


As a bonus volume one 
also includes: 

□ An alternate English language opening 
sequence produced but never broadcast! 

□ Original Japanese opening credit 
sequence with English subtitles!! 


Ultraman was created in 1966 by Eiji 
Tsuburaya, the co-creator of Godzilla™. In his 
day, Mr. Tsuburaya was known worldwide 
as the "God of Special Effects." 


□ An.interview with Haruo Nakajima who 
portrayed Godzilla in the first thirteen G films 
as well as several classic Ultraman monsters 
such as Neronga from episode three! 


□ And more! 
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Make checks and money 
orders payable to: 
Expressions In Animation, 
Inc. 


Volume one includes episodes 1 through 4 
complete and uncut with the original 
English language sound track and opening 
credit sequence! All episodes have been re- 
mastered from the original 16 mm film 
prints for the best possible quality! 


Send orders to: 


Ultraman volume 1 
Expressions In Animation, Inc. 


Dayton, OH 45406 


Please send me copies of Ultraman™ Special 30th Anniversary Collection volume 1 at $24.95 

each. Add $3.00 for priority postage and handling plus $1 per additional tape. Ohio customers 
please add 6.5% sales tax ($1.62) per tape. 

Send my order to: NAME 

ADDRESS 


Ultraman is a trademark of Tsuburaya Productions Co., Ltd. © 1997 Tsuburaya Productions Co., Ltd. 
© 1996 Expressions In Animation, Inc., Godzilla is a trademark of Toho Co., Ltd. 
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The Guide To Japanese Sci-Fi Resources 
On The World Wide Web 

by Aaron J. Smith 


G-CON ‘98 ONLINE! 

http://monsterzero.org/gcon98 

Without a doubt, this year’s G- 
CON was very successful. Every- 
one who attended had a great time 
meeting and sharing thoughts about 
their favorite movies and actors 
with other Japanese sci-fi fans. 
And yet, this year’s G-CON went 
beyond the physical boundaries of 
the convention itself and for the 
first time ventured into cyberspace. 
G-CON ‘98 not only marked the 
first time that a Japanese sci-fi fan- 
tasy convention had an online vir- 
tual counterpart, but the event was 
also connected via the Internet to a 
European gathering of Godzilla 
fans in the Netherlands called 
EURO G-CON’98, making it the 
first truly international science fic- 
tion convention. Organized by 
Saiko Genso, creator of the 
Godzilla website, Goji-World, 
EURO G-CON ‘98 was an impor- 
tant part of the online activities at 
G-CON’98 ONLINE! Although 
initially conceived separately from 
one another, the combination of 
both events was a superb idea that 
ultimately helped to bring world- 
wide fans closer together. 

While I had the initial idea of 
G-CON’98 ONLINE!, there were 
many others involved in the imple- 
mentation and design of the con- 
vention’s website. These folks 
gave 100% of their time and de- 
serve equal credit in bringing this 
historic feat in kaiju fandom to life. 
I would like to take a moment and 
first thank the people without 
whom G-CON ONLINE! would 
not have been possible: 

• Gertrude Smith, creator of the 
Internet’s largest Japanese sci-fi 
website directory, Kaiju-DIRECT! 
(http://www2.arkansas.net/ 


-gsraptor/godzilla.html) 

• Saiko Genso, creator of the 
world’s best G-site, Goji-World 
(http://www.inteleco.com/goji- 
world) 

• Jim Cirronella of the online 
Japanese toy store. Club Daikaiju 
(http://www.daikaiju.com) 

Of course, I must also thank 
John Roberto, G-CON’ s organizer, 
for giving us free reign as the offi- 
' cial convention website and for 
staging the show in the first place! 
All these folks worked very hard to 
make this event a reality and pro- 
duce a great Internet alternative for 
those who could not attend the con- 
vention itself. 

To spread the word about our 
online convention, we used as 
many Internet resources as possible 
including the monster newsgroup, 
alt. movies. monster, the Japanese 
Monster Movie List, Sony’s own 
official Godzilla 
movie website and 
placement of ban- 
ners on our own 
genre-related sites. 

ACTIVITIES 

Much of the 
weekend was spent 
by Gertrude (who 
brought her own 
computer to the con- 
vention) manning 
the G-CON ‘98 ON- 
LINE! room at the 
hotel-in Chicago. It 
was here that G- 
CON attendees 
could gather and en- 
gage in real-time dis- 
cussions with other 
fans on the Internet 
using the Goji- 
World chat room, 
leave messages on 
the Goji-World mes- 


sage board and just 
cruise around the Net 
looking for Godzilla- 
based websites. Many 
fans still don't realize 
the benefits of the Inter- 
net and the G-CON ON- 
LINE! room helped to 
raise their awareness. It 
was also used to keep the children 
of the adult fans attending G-CON 
busy, as several webchats for the 
kids during convention hours were 
arranged by Gertrude and Saiko. 

In addition, Gertrude, Jim and 
Saiko would e-mail me digital pho- 
tos of the daily activities at the 
respective events. I would then 
edit and place them online as 
quickly as possible, so as to show 
G-CON ONLINE! visitors what 
was going on at the convention as 
it was happening. Pictures of G- 
CON’s costume contest, model 
contest, celebrity Q&A sessions 
and fans mingling, as well as pho- 
tos sent from EURO G-CON are 
among those that are now online. 

While a good part of the con- 
vention website was dedicated to 
posting news and photos from the 
convention as it happened, there 
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were some activities that were ex- 
clusively available to people visit- 
ing the online convention site: 

SCI-FI CHANNEL WEB CHAT 

G-CON’98 ONLINE! kicked 
off its activities with a special In- 
ternet webchat with G-CON guests 
Haruo Nakajima and Kenpachiro 
Satsuma on the Sci-Fi Channel 
website. The Dominion (http:// 
www.scifi.com). This was first 
ever Internet chat with celebrities 
from the Japanese sci-fi genre and 
it was the one part of the online 
activities that meant the most to 
me. Being that I could not make it 
to this year's convention due to 
personal illness, I still wanted to 
contribute in some way to the con- 
vention itself and I decided to con- 
tact the Sci-Fi Channel about doing 
the chat. 1 expressed the impor 
tance of these two men to Godzilla 
fandom and the Sci-Fi Channel 
jumped at the chance to feature 
them in an online discussion. After 
some wrangling to secure a com- 
puter for use during the night of the 
chat (provided by Jim), a direct 
Internet connection from the hotel 
(provided by Mark Gibbs of Flash 
Net (http://www.flash.net), and an 
interpreter for the guests 
(Yoshihiko Shibata), the equipment 
was tested and all was set to go live 
with the Men Who Were Godzilla! 

Despite my worrying and some 
little problems along the way, the 
webchat was great! There was a 
good turnout for the chat and ev- 
eryone enjoyed talking to and ask- 
ing questions of the men who em- 
bodied their favorite monster. Best 
of all, both Mr. Nakajima and Mr. 
Satsuma enjoyed their time online; 
this was something they had never 
done before and they were more 
than happy to take part in this his- 
torical event. A full transcript of 
the one-hour chat can be viewed at 
G-CON ‘98 ONLINE!, as well as 
on the Sci-Fi Channel website. 

ONLINE CONTEST 

To spark interest and to get peo- 
ple to return to the website often, 
we decided to have an online con- 
test with prizes for visitors. All 


they had to do was register their 
name, e-mail address and home ad- 
dress with the website; names were 
then drawn and prizes were 
awarded during each day of the 
convention. The contest was a 
complete success, as over 100 peo- 
ple signed up for the giveaways. 

All the prizes for the contest 
were donated by sponsors in ex- 
change for mention and a link from 
G-CON’98 ONLINE! to their re- 
spective websites. The companies 
that donated prizes included: 
Daikaiju Enterprises & Productions 
(http: //home, earthlink.net/ 
-fcastle/GCl.html) which donated 
two Kaiju-Fan subscriptions, Club 
Daikaiju, which donated toys and 
Godzilla videos. Collector’s Edge 
(http://www.concentric.net/ 
~advan731/INTRO.HTM) which 
donated toys, and Cinescape 
(http://www.cinescape.com), a 
major sci-fi movie magazine which 
donated a one-year subscription. 

While everything didn’t run per- 
fectly, G-CON ‘98 ONLINE! was a 
great success as it gave those who 
weren't able to attend the conven- 
tion the opportunity to take part in 
the event and see what all the fuss 
regarding the world’s greatest 
Japanese sci-fi fan convention was 
about. You, too, can get in on all 
the fun by visiting us at http:// 
monsterzcro.org/gcon98. Until 
then, here’s to next year! 


KAIJU ON THE WEB 

Aaron Smith's Godzilla News at http:// 
www.monsterzcro.org is one of the Inter- 
net's best websites dedicated to reporting 
the latest information on all areas of 
Japanese monster films. Visit Godzilla 
News and be sure to sign up for the 
Japanese Monster Mailing List. Plus, 
Aaron has now expanded the scope of his 
website with the addition of HENSHIN 
ONLINE!, a Japanese sci-fi webzine by 
Markalile co-creators August Ragone and 
Bob Johnson. Check it out at http:// 
www.monsterzero.org/henshin and tell 
'em that Kaiju-Fan sent you! 

And speaking of online webzines de- 
voted to Japanese live-action science fic- 
tion. direct from the pages of Creepsville 
magazine comes Black Sun by Roy Ware 
and Frank Krutz at http://ncbula.on.ca/ 
crecpsville/bsun.html. Here you will find 
news and reviews from the world of 
Japanese sci-fi, as well as episode guides 
for classic television shows such as Kamen 
Rider and Akuma Kun. Check it out now'. 


Continued from page 15 

should let Toho know that their paying cut- 
somers are not going to support future prod- 
ucts that lack integrity as well. Thanks for 
your continued support. -Jim Cirronella 

Dear KAIJU-FAN. 

I recently got a hold of a copy of KAIJU- 
FAN HI and #8. As much as I loved the issues, 
I’m disappointed at the lack of coverage on 
other Japanese sci-fi TV shows and movies. It 
seems the magazine is just focusing on the Big 
G more than usually. Don’t get me wrong — 
I’m a Godzilla fan, but I think there are over 
one hundred other tokusatsu TV shows and 
movies that you could be covering as well. 
Godzilla’s only been in 22 films (not counting 
the bastardization from TriStar) and a few 
episodes of Zone Fighter. It’s like an anime 
magazine just focusing on Dragonball. Per- 
sonally, I wouldn’t mind seeing more of Ultra- 
man and Kamen Rider. 

I hope that you continue G-coveragc, but 
not to the extent where it takes up a whole 
issue. I know that it must be hard work trying 
to please ALL Japanese sci-fi fans. 

If you have Ishinomori Productions ad- 
dress, could you please print it? 

James Kilbane 
Cleveland, OH 

James. I know where you 're coming from in 
wanting to see more coverage of other areas of 
Japanese sci-fi than just Godzilla. That ’s the 
very reason why Kaiju-Fan (originally called 
Ultra-Fan) was created in the first place: to 
report on areas of the genre that fanzines like 
G-Fan were not covering. 

However, are you sure that you 're not con- 
fusing our "Toho In America " series for 
Godzilla coverage? In actuality, we haven't 
covered a Godzilla film in "Toho in America" 
since issue #6 and the next film in that series, 
King Kong vs. Godzilla, isn 'I scheduled until 
issue HI I. In fact, a majority of the films 
covered in that ongoing feature since it began 
back in issue H5 have been the lesser-known 
Toho genre classics like Half Human, Battle In 
Outer Space and The Secret of the Telegian. 

Additionally, outside of our regular TriStar 
Godzilla- coverage (which has been wrapped 
up with this issue since the film has been 
released), we Ve not had a Godzilla article in 
Kaiju-Fan since issue H5 ! Keep in mind that it 
is very difficult to find fans who are knowl- 
edgable enough to contribute articles on the 
more obscure areas of the Japanese sci-fi 
genre: still, that is an area that we are increas- 
ingly working to improve with each issue. I 
think you ’ll be pleased with our Kamen Rider 
feature in this issue, as well as our extended 
Ultra series coverage in our upcoming special 
issue this fall. Thanks for reading! -JRR 
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Continued from page 25 


ISS. Shin is witness to the prototype cyborg 
soldier, identical to himself, being killed by 
the CIA. He now fears for his safety, as well 
for his girlfriend, Ai Asuka, to whom he 
makes love; she subsequently becomes preg- 
nant with Shin’s Rider baby. Shin faces his 
would-be assassin, who turns out to be an 
earlier version cyborg soldier named Jima 
Gou. Unlike Shin, Jima Gou is more skeleton- 
like (shades of The Terminator) and armed 
with a destructive claw. Shin rips off the 
renegade cyborg's head after an intense battle. 
Ai is ultimately killed before we can see the 
result of the Rider baby's birth. The film ends 
with Shin, now alone, carrying Ai’s body into 



the sewer, with the obvious possibility of his 
return in a future tele-series. 

Fortunately, this new addition to the Rider 
series didn't continue, as it is sorely lacking in 
action — what the Kamen Rider series are most 
famous for. A major high point of the movie 
is the character designs by Keita Amcmiya, 
best known for his character designs in 
Zeiram, Mirai Ninja and in Super Sentai 
shows like Jetman. 

Kamen Rider ZO (1993) 

In 1993, Toei introduced the first of their 
theatrical entries called Toei’s Super Hero 
Fair. 1 993 's Super Hero Fair included three 
featurettes: Gosei Sentai Dai Ranger ( Five 
Star Task Force), Tokusou Robo Janperson 
( Special Search Robot Janperson) and Kamen 
Rider ZO (pronounced Zetto). This story in- 
volves Masaru Asou (played by Ko Domon), 
who is involved in an experiment by Dr. 
Machizuki which unwillingly turns him into a 
grasshopper-cyborg. After escaping and se- 
cluding himself in a cavern, he finally awak- 
ens to find that he is somehow connected to 
the doctor’s son, Hirushi. 

Masaru finds that Hirushi is being pursued 
by Dr. Machizuki's later experiment, an 
organically-spawned neo-lifeform called Do- 
ras. Doras is a scientific creation gone hay- 
wire and now has ideas of its own. Masaru, 



Hirushi and Doras arc all connected as broth- 
ers since all were created by Dr. Machizuki in 
one way or another. Doras is also able to 
create its own children, in this case the mon- 
strous Koumori-Otoko (Bat Man) and Kumo- 
Onna (Spider Woman), both of whom ZO 
easily defeats.' On his motorcycle, the Z- 
Bringcr, ZO tracks down Hirushi after the 
child is kidnapped by Koumori-Otoko. He 
confronts Doras in an amazingly well- 
choreographed battle scene. ZO is even ab- 
sorbed by Doras, but of course, escapes and 
gives him the ol’ Rider Kick. 

Like Kamen Rider Black, Jiamen Rider ZO 
was geared for the hardcore Rider fan, a 48- 
minutc fcaturettc full of horror, drama and 
non-stop action. Once again, director Keita 
Amemiya was behind the wheel of this excel- 
lent entry. 

Kamen Rider J (1994) 

1994's Super Hero Fair brought us the 
latest installment of our cyborg hero, Kamen 
Rider J. This 48-minute film was accompa- 
nied with two other featurettes as well: Ninja 
Sentai Kakuranger (Ninja Task Force Hidden 
Ranger) and Blue Swat. The story begins with 
a photographer, Koji Scgawa (played by Yuta 
Mochizuki), and his young friend, Kana, who 
are out camping when they arc visited by the 
demonic space army, Fogg. Fogg kidnaps 
Kana and throws Koji off a cliff. Koji is 
rescued by what are referred to as earth-bound 
aliens. The aliens recognize this new threat 
and give Koji what they call “J Power.” With 
this power, Koji is able to become the kaizo 
soldier, Kamen Rider J (the J representing 
Jumbo, Justice and Judge). He also receives 


the help of a mutant grasshopper, Beri, and a 
motorcycle called the J-Crosser. J battles off 
the three Fogg generals, Garai (cobraman), 
Agito (lizardman), and Zu (wasp woman) be- 
fore he fights the head honcho, the Fogg 
Mother. The most unique aspect about the 
final battle is that Fogg Mother is a giant, 
living battle-fortress on wheels and J must 
become jumbo-sized in order to to defeat the 
destructive menace. J performs the Rider Kick 
on a much larger scale and blows the Fogg 
Mother to kingdom come, thus saving Kana 
and the earth. 



This movie is geared towards a younger 
crowd, unlike Kamen Rider ZO before it. 
Once again, Keita Amcmiya was at the helm as 
director. J was one of (he first Riders to 
become giant-sized, thanks to a video that 
came out a year earlier called Kamen Rider vs. 
Ultraman, in which a special segment featured 
a team-up of the two original incarnations of 
our heroes. In this segment, the original Ka- 
men Rider becomes super-sized to aid Ultra- 
man in battle against the giant monster, Sasori- 
Godoras, which is the combined mutation of a 
Rider villain and Ultra monster. 


Since Kamen Rider J was released four 
years ago, there has yet to be a new Kamen 
Rider production (although rumors persist on 
the Internet of 5 future character called Kamen 
Rider Neo). But whether or not a new series or 
movie is produced, there is already an exten- 
sive legacy of programs that have established 
Kamen Rider as one of the most cutting-edge 
characters in the genre of Japanese science 
fiction. I hope that this brief history will 
encourage you to discover more about the 
world of Kamen Rider for yourself. 
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SHOWCASE SAYS... 



We wrote the book. Literally. 

Not only does Showcase consistantly stock 
the rarest and best in Godzilla collectibles, 
but we are pleased to announce the publication of the 
first english language Godzilla Price Guide ! 


When it 
Comes 
to 

Rare... 



SHOWCASE COLLECTIBLES 

4470 Chamblee Dunwoody Rd., Suite 45, Atlanta, GA 30338 
Phone: (770) 458-3356 Fax: (770) 458-3217 
E-mail: Showcase@onramp.net 



Brining the Best Of Japanese Science Fiction Fantasy to America, 


Daikaiju Enterprises and Productions 
890 East 14th Street - Suite 4B 
Brooklyn, NY 11230 
(718) 253-8649 

World! Fax: (718) 253-2102 


Ship to (if different address): 


Make Check or Money Order Payable to: DAIKAIJU PRODUCTIONS 


QTY. 

DESCRIPTION 

PRICE EACH 

TOTAL 


Subscription to KfiUU-ffiN Magazine (One year, four issues) 

$16.00 



KAVU-FA N #? 

Featuring: The DeMSTifying of Gamera, Toho In America 3, Daikaiju Story 
Corner, Kollectable Kaiju and Kaiju Bytes 

(ONLY 10 COPIES AVAILABLE) 

$10.00 



mujf w *(. 

Featuring: Toho In America 2, Heavy-Armored Beetle Fighter, Kollectable 
Kaiju and Kaiju Bytes 

$5.00 



KAUU-FAN K 

Featuring: Godzilla and the Second World War, Toho In America 1, Giant 
Robo Episode Guide and Kollectable Kaiju 1 

$6.00 



Special Autographed KAUU-FAN #S 

Signed by Haruo Nakajima and Ken Satsuma (Limited to 25 issues) 

$25.00 



Special Autographed KAUU-FAM 

Signed by Haruo Nakajima, Ken Satsuma and Yoshio Tuschiya 
(Limited to 25 issues) 

$25.00 



Special Autographed CS-COKUBf Program Book 

Signed by Kenji Sahara, Haruo Nakajima, Kenpachiro Satsuma, Masanari 
Nihei and Dore Kraus. (Limited to 25 issues) 

$25.00 



Age Of The Gods: A History of the Japanese Fantasy Film 
by Guy Manner Tucker 1996 Softbound, 266 pgs. 

$23.45 



'1 Brake for Giant Mutant Dinosaurs” Bumper Sticker 

$2.00 



C-COX PHOW QfiLLm 

Autographed photo's available: Kenji Sahara, Haruo Nakajima, Kenpachiro 
Satsuma, Yoshio Tuschiya, Masanari Nihei and Dore Kraus. Please indicate 
which photo(s) you want. 

$10.00 

All six for $55.00 



SUBTOTAL 


LOCAL SALES TAX 


SHIPPING & HANDLING 

INCLUDED 


TOTAL DUE 



THANK YOU FOR YOUR ORDER! 

Prices good until 12/31/98 - This Page May Be Photocopied 
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